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ABSTRACT

NAVIGATORS, CHALLENGERS, DREAMERS:
AFRICAN AMERICAN MUSICIANS, DANCERS, AND VISUAL ARTISTS
WHO TEACH AT TRADITIONALLY WHITE COLLEGES AND
UNIVERSITIES

FEBRUARY 1995

THERESA JENOURE, B.A., COLLEGE OF WOOSTER
M.ED., UNIVERSITY OF MASSACHUSETTS AMHERST
Directed by: Professor Sonia Nieto

This study focused on understanding the experience of twelve African
American musicians, dancers, and visual artists who teach at traditionally White
institutions (TWIs). As teachers of the arts, the participants are responsible for
facilitating the development of student creativity and self-expression, qualities that
benefit all aspects of learning. As African Americans, they are vital contributors to
the multicultural development of their schools.
Phenomenological interviewing was used to gather information about the
details of the participants' teaching, the context of their lives that led them to pursue
careers as artists and teachers, and the meaning they make of their experience.
Through a series of three in-depth interviews with each participant, data was
collected pertaining to important events and relationships that they perceived as
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having influenced their growth, roles, identities, and worldviews as artists and
teachers.
The objective of this study was to identify salient aspects of the teachers'
pedagogies, values, and concerns, and to examine ways that they help promote the
cultural diversity of students and TWIs. As a result of the research, it was
determined that the participants' teaching has been shaped by a range of aesthetic
and social experiences. Some of these include relationships with families,
communities, and role models, who stimulated and encouraged their interest in the
arts, as well as events and conditions that have influenced the development of their
sociopolitical identities. The findings also disclose important lessons for TWIs that
may assist them in efforts to diversify the academy.
The implications of this study are relevant for teachers and administrators in
higher education. Those concerned with the multicultural development of students
and institutions should increase opportunities for members of traditionally neglected
cultures to have their voices heard. This is crucial to the implementation of sound,
responsible, and effective education for all learners.
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CHAPTER 1
INTRODUCTION

Introduction
Creativity, when tapped and nurtured, may enable teachers and students to
rise more effectively to the increasingly complex demands of learning. Although
there are many ways that we may facilitate this process, the arts are one avenue that
have traditionally been associated with creative functioning. African Americans
have made momentous contributions to the arts. Identifying factors that have
influenced their evolution as artists may be useful to educators concerned with the
development and application of creativity. African American artists who teach may
heighten our awareness and appreciation for those lessons deemed necessary for
their students' creativity. The minimal presence of African American faculty at
traditionally White colleges and universities has been well documented within
educational literature. However, there are few studies focusing on the experience
of these teachers within particular disciplines. For these reasons, the role of
African American artists in higher education deserves exploration.

Statement of the Problem
Relatively few African Americans teach in traditionally White colleges and
universities (Carby, 1992; Bjorg and Thompson, 1989). Those who do account for
approximately 2% of the faculty (Carby, 1992). Researchers identify various
factors contributing to this disproportionate representation, many of which relate to
the recruitment and retention of African Americans at the undergraduate and
graduate levels, since these students constitute the pool of potential candidates for

faculty positions. Some factors include: high college and secondary school dropout
rates among African American students (Bjork and Thompson, 1989); lack of
financial support for graduate study (Epps, 1989); inadequate recruitment strategies
for faculty (Silver, 1990); and insufficient mentoring for undergraduate and
graduate students, as well as for junior faculty members (Blackwell, 1989).
Conditions that perpetuate such scarcity in numbers must be understood in
their broader social context. As institutional constructs, schools reinforce
ideologies, priorities, and relationships that uphold the larger social structure
(Giroux, 1990a; 1981; Epps, 1989; Lang, 1987; Apple and Weis, 1986). For
example, the minimal presence of African American faculty reflects and perpetuates
social policies of racial and cultural exclusion that have traditionally accessed
privilege based on White, Anglo-Saxon, male, upper middle-class criteria (Gordon
and Bhattacharyya, 1992; Banks, 1992; Anderson, 1988). There is evidence of
this within the academic hierarchy consisting of schools with various levels of
prestige that influence the type of education available to various groups (Lang,
1987). Students from lower income and social status groups such as African
Americans are less likely to attend prestigious undergraduate schools and less likely
to attend graduate or professional schools than more advantaged students. Even
those who do attend undergraduate schools are more likely to attend institutions
with relatively low rankings (Epps, 1989). This cycle restricts "minority" access in
general, and has directly contributed to low African American faculty
representation.
Renato Rosaldo (1993) offers another assessment of institutional
hierarchical patterns in observing that the lower the level in the institutional
hierarchy the greater the degree of inclusion achieved. He notes: "Changes in

3

student bodies have been greater than those in teaching faculties, and changes in
teaching faculties have been greater than those in central administrations. Similarly,
less powerful humanities faculties have grown more diverse than their social
science counterparts, and less powerful social science faculties have grown more
diverse than their natural science counterparts." (p.x)
These structural inequities are particularly striking since they occur during a
period in U.S. history when the population of people of color is steadily rising. In
1989, Asian, Native, Latino and African Americans comprised 21 percent of the
U.S. population (Payne, 1989), and it is estimated that by the year 2000, one out of
every three Americans will be non-White. The implications of these shifting
demographics concern many educators, particularly with regard to cultural
pluralism in U.S. schools. Due to greater diversity, it is essential that cultural
variables such as race, ethnicity, language, class, gender, age, physical and mental
abilities, geographic location, and religion be accounted for at all levels and facets
of education. By doing so, educational institutions communicate their commitment
to creating a learning environment that reflects the nation's cultural wealth.
Yet, the need for a substantive African American faculty presence is
grounded in more than the concession to fulfill quotas, since numbers alone will not
guarantee qualitative changes in ideologies that perpetuate exclusion. By increasing
the numbers of African American faculty we make a wider spectrum of experiential
standpoints available to all learners. These teachers facilitate learning as they touch
and shape the lives of their students. As N. Joyce Payne states, "the production
and inclusion of greater numbers of minority faculty enriches the academy,
broadens the nation's intellectual resources, and reflects the highest ideals of a
progressive society" (1989: 19).
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Within the range of cultural perspectives that represent our nation's diversity
lies the rich reserve of artists' worldviews. African American artists who teach in
the academy evolve from their own set of social conditions, and have specific
experiences at their schools that may be unique to their professions. These factors
need to be acknowledged if we are going to adequately address the implications of
pluralism.
The importance of diversity is expressed through the basic premises of
reform towards multicultural education. An education that is multicultural regards
the contributions and perspectives of all cultural groups as valuable and
indispensable sources of knowledge. Although the tenets of this movement suggest
an extensive range of theoretical and pedagogical priorities in efforts to address
social pluralism, many scholars affirm that for large segments of the United States
population race, class, and gender are the primary deterrents to power in the public
sphere and in the classroom (Banks, 1993a; Sleeter, 1991). Challenging
discrimination in schools and society, reform at curricular, methodological and
institutional levels have been targeted by multiculturalists to ensure that all learners
acquire the knowledge, attitudes, and skills needed to function effectively and
successfully (Nieto, 1992; Banks, 1993a).
If inequities are to be addressed, and discrimination faced squarely, openly,
and constructively, we need preparation for effective functioning in a diverse
world, or what James A. Banks refers to as "multicultural literacy." Because of the
extent to which the needs of many cultural groups have been disregarded and
discredited within traditional education, this broadening of our cultural horizons
must become the language we speak to communicate a more salient message. It
must serve as a preliminary step, followed by a commitment to continually assess

our own cultural perspectives for the more urgent task of participating in necessary
social and political reform.
Efforts towards reform require that education function as more than a
preparatory site for entrance into roles, ranks, and castes outlined by politics of
conformity and submission (Cochran-Smith, 1991; Giroux, 1981). It must venture
into realms of imaginative possibilities, enabling teachers and students to honestly
confront oppressive, discriminatory beliefs and self-serving purposes, as well as to
question their intentions, consciously shape their identities, and independently and
collectively redefine their social responsibilities. Because culture is humanly
constructed rather than permanently superimposed, denouncing and resisting
undesirable, oppressive social systems requires changes in our conscious
perceptions. Constructive dialogue and critical analysis (Freire, 1970) are crucial
aspects of the learning process, which affirms that multicultural education must also
be critical pedagogy (Nieto, 1994a). By viewing learning as reflective of and
contingent upon culture and social power dynamics, critical pedagogy contends that
the social norms within which we function direct our relationships to power. In
view of this, we are challenged to assess the validity of interests and ideologies that
particular bodies of knowledge sustain and enforce by posing questions such as:
Whose interest does this information serve? Why is this particular information
important? For what purpose does it function?
It is from this position of what Peter McLaren (1993) calls criticd
muMcubimiism or resistcme muMcukudism that we may better appreciate a strong African

American faculty presence in higher education. Validating and honoring
experiences that form these teachers' knowledge, intelligence, and constructed
meanings may help us assess how African American teachers shape student

learning and the overall culture of their respective institutions. By understanding
how African American teachers function in higher education, we stand to broaden
the epistemological base of the academy, introducing new ways of viewing the
construction and exchange of knowledge.

Purpose of the Study
The purpose of the study is to find out what it is like for African American
musicians, dancers and visual artists to teach in traditionally White colleges and
universities so that we may acquire a more comprehensive understanding of their
contributions to curriculum and pedagogy in higher education. Gaining insights
into the experience of African American artists, understanding how they construct
their knowledge, and how they communicate it in schools provides us with useful
information that may enrich academic culture. Because African American artists
have profoundly contributed to the development of American culture, it is essential
to understand some of the imminent circumstances and considerations that have
guided these artists, and to discern ways that artists in higher education express
creative values through their teaching.
The arts engage abilities such as imagination, risk-taking, problem solving,
and personal expression. Identifying meaningful events and circumstances relevant
to these teachers' creative development may enable us to appreciate their processes
of constructing knowledge and conveying it in the classroom. By examining the
complexities of the experiences of artists who teach at the college and university
level and exploring how teachers use the arts to foster learning, this study may
further an understanding of cultural variables that stimulate various paths toward
creative development.

Using in-depth interviews to gather information about past, present and
projected dimensions of their lives, I hope to learn more about the knowledge that
influences and results from the teaching of African American artists. In light of
this, there is one leading question that will guide my study: What can we learn
about the pedagogies of African American musicians, dancers, and visual artists in
traditionally White colleges and universities? In order to direct the scope of this
inquiry and answer the question in a comprehensive way, this study will answer the
following three research questions:
1) How do social experiences shape values that African American artists
consider useful for student learning?
2) How do teachers feel their schools support or impede them and their
teaching?
3) What can traditionally White institutions of higher education learn from
African American artists that might further efforts towards more equitable
educational engagements?
The specific questions that will guide my exchange with the teachers
participating in this study are:
1) What is it like for African Americans to teach the arts at the college and
university levels?
2) What is the context of their lives that led them to such teaching?
3) What meaning do they make of their teaching?

Assumptions and Definition of Terms
There are specific assumptions that underlie this topic as well as terms used
throughout the study that should be addressed. First, the importance of this study
is based on two assumptions:
1) African American teachers contribute in meaningful ways to education.
Because this cultural group has remained under-represented in traditionally White
colleges and universities and in research studies, exploring the experience of
African American teachers will advance efforts towards a more culturally inclusive
education for all students.
2) Because of the significant role that African American artists have played
in the evolution of American culture, it is important to understand those factors that
they identify as having nurtured their growth, and the ways they attempt to translate
and foster creativity in the classroom.
Two of the terms used in this study will now be explained in order to clarify
their meaning. These terms are: creativity, and multicultural education.
Creativity requires an unencumbered yet guided exercise of imagination and
expression of ideas. Carl Rogers (1961) suggests that there are "inner" conditions,
or subjective attitudes within the individual that may support creative development.
These conditions include: 1) an openness to receiving various levels of information
without forcing closure or making judgments in the form of agreement or
disagreement, 2) the application of internal, subjective criteria to determine the
success or failure of an idea, and 3) juggling and translating seemingly improbable
ideas. Although creative functioning is commonly associated with the arts, it entails
a flexibility that enables one to "think of the possible and not just the actual" (Egan,
1992). The idea that creativity is manifested in all facets of human intelligence

allows for a broad exploration of its application within this study as analogies
between arts and non-arts activities are examined.
Multicultural education in the context of this study refers to a position of
awareness. It proposes that not only is U.S. society comprised of various cultural
groups, but that each individual is meaningfully affected by the interplay of multiple
cultural variables. A multicultural education entails the broadening of
consciousness based on similarities and differences among and within individuals.
Enabling students and teachers to explore, assess, critique, and exercise this
dimension of their make-up is vital to fostering meaningful exchanges and
relationships in the classroom that might carry over to successful attitudes and
behaviors outside the classroom. In this way, the exchange and development of
knowledge is viewed as less static, didactic, and "truth" driven, and more open to
ongoing reform based on the input of various cultural groups as their needs become
evident.

Significance of the Study
This study is significant on several levels. First, although there is a body of
research acknowledging the scarcity of African American teachers in higher
education, there is virtually no documentation of artists who teach at this level.
Also, with regard to the nature of prior research, few studies have provided first
hand accounts of African American teachers' experiences in their own words. The
National Association of Independent Colleges and Universities (1991) underscores
the need for using focus groups or in-depth interviews as information-gathering
tools in acquiring such data. This study will contribute to the literature by offering
detailed reflections and stories of the various aspects of teachers' lives that have led

them to enter their professions, their particular experiences in the classroom,
relationships to their schools, as well as reflective insights into and implications of
their teaching for future personal and professional goals.
As "minorities" in "authority" positions, the status of African American
teachers in higher education suggests the possibility of many political and
pedagogical challenges. The extent to which conditioning, social rank, racial
identity, economic status and other pertinent social factors contribute to forming the
identities, levels of social awareness, teaching strategies, and philosophies of these
teachers may vary. As Greene (1993) states, "We have to remain aware of the
distinctive members of the plurality, appearing before one another with their own
perspectives on the common, their own stories entering the culture's story, altering
it as it moves through time" (p. 18). Given the historical socioeconomic
discrimination against African Americans, the viewpoints of these teachers who
function in the classroom as facilitators and leaders may introduce meaningful
discussions addressing the relationship between oppression and power. Identifying
factors that may nurture the multicultural growth of students and institutions by
virtue of their relationships with these teachers may also be valuable. By hearing
experiences in the words of teachers themselves, schools may more adequately rise
to the challenge of supporting and enhancing the multicultural development of their
teachers and students.
This study may help us explore some of the sociopolitical sources,
implications and ramifications of self expression and creativity. It may advance
discussions regarding creativity as a value embedded in the cultures of these
teachers, explored in the contexts of their arts careers, and shared as lessons in the
classroom. Creative functioning is particularly significant due to the increasing
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complexities of modem living. It may offer means of facilitating changing,
unforeseen demands of classroom learning and social problem solving.
Additionally, this study may generate interest in conducting further studies that
focus on the relatively unexplored relationship between knowledge construction,
creativity, and education, and generally, the role of artistic values within non-arts
disciplines.

Limitations of the Study
This section will outline limitations to the study that may affect how the
findings are analyzed and used. The first limitation concerns the choice of
participants. The selection of participants does not represent a random sampling.
They have been identified by the researcher as African Americans without prior
inquiry to the participants as to how they may name themselves. Furthermore,
since the term "African American" does not suggest a specific geographic nor
national origin, the participants, although Americans of African descent, do not
necessarily share similar heritages beyond this generation. This may result in
varied responses about culture and identity. For this reason, it is not the purpose of
this study to make generalizations about African American teachers in higher
education as a whole, but to generate discussion based on these specific teachers
that might serve as a foundation for future related research.
The participants have been chosen from the fields of music, dance, and the
visual arts. There are three reasons for selecting these art forms. First, confining
the study to these areas has helped to make cross analysis among fields more
manageable. Second, it has provided sufficient variation among art forms by
representing three different kinesthetic functions, namely sound, movement and
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vision, thereby allowing for the demonstration of contrasts and similarities. Third,
as a musician who has collaborated extensively with dancers, and as a visual arts
curator, these are areas with which I am most familiar.
Another limitation in regard to the diversity of art forms is that the
participants teach various cultural genres. Some examples of this variety include
traditional European composition, African dance, and contemporary African
American painting. Because of the range of cultural idioms and styles that are
represented, there are limits to the generalizations conferred by the results.
Since one of the primary objectives of this study is to explore teachers'
perceptions about creativity, its application to other disciplines might also have been
an appropriate focus. However, self expression is conventionally associated with
the arts, which has allowed for greater latitude in researching this topic. For this
reason also, this study has not been limited to teachers in one area of the arts.
The geographic locations of the participants' schools also limit the findings.
All participants presently teach in the northeast region of the United States. For
those participants who have taught in other regions and refer to this in their
interviews, these references have been specified in reporting the findings. The
participants' ages, class background, and years of teaching may account for some
of their responses, which this study has also attempted to address in presenting the
data.
Dissertation Outline
Following is a description of subsequent chapters for the dissertation.
Chapter two will review literature pertaining to the topic of African American artists
in higher education. It serves as a framework for understanding many of the issues
and concerns related to the participants' experience at their schools. Chapter three
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describes the research design and method applied to the study. It explains the use
of phenomenological interviewing, the results of a pilot study, the process of
collecting, managing, and analyzing the data, and information pertaining to
researcher biases and interests that affect the study. The data will be presented and
analyzed in chapters four through seven, exploring common themes and topics
among the participants. Chapter four includes brief descriptions of each participant.
A discussion about factors that have influenced their artistic and sociopolitical
development, and a full profile of one teacher will be presented in chapter five. In
chapter six, issues related to the participants' classroom teaching will be examined.
Chapter seven identifies some of the conditions at the participants' schools that
affect their teaching, and presents a profile of another teacher. Chapter eight will
summarize findings from the study, and specifically address the research questions
posed earlier in chapter one. A summary of the study, its implications,
recommendations to educators, and suggestions for further research will be offered
in chapter nine. The epilogue entails an imaginary conversation among the
participants that I constructed from their own words. Highlighting and punctuating
some of their concerns and viewpoints, it is a version of an informative,
constructive group discussion among them that I envisioned had they actually had
an opportunity to speak to each other.
Summary
There is a growing need for educators to understand and appreciate the
impact and implications of our nation's cultural diversity on all learners. African
American artists who teach in traditionally White colleges and universities are
members of the few African American faculty represented in higher education. This
study will explore their experience through in-depth interviews in order to identify

some of their contributions to student learning and towards institutional efforts to
diversifying the academy. Though the study will limit itself to a small group of
teachers, it may enable us to gain entry into some of the issues that they view as
pertinent to their creative and social development, their pedagogies, relationships
with students and colleagues, and concerns for their overall sustenance and
advancement at their respective schools. There is a lack of research that focuses on
this specific group of teachers. Therefore information acquired through this study
may be helpful to educators concerned with the implications of creativity for student
learning and for advancing efforts towards more effective and responsive
education.

CHAPTER 2
REVIEW OF THE LITERATURE

Introduction
The purpose of the literature review is to establish a framework for
discussing and analyzing issues raised by the teachers participating in the study.
Prior scholarship explored in this chapter is centered around the following topics: 1)
African American faculty in higher education; 2) Multicultural education and
knowledge construction; and 3) Creativity and its expression in African American
culture. The literature will provide statistical information about patterns of
employment and the limits within which African American faculty function in
traditionally White institutions of higher education. It will also explore some of the
implications of an increased African American faculty presence for education guided
by multicultural concerns, and discuss some of the aesthetic values that guide the
creative work of many African American artists.

African American Faculty in Higher Education
This section of the literature review will focus on issues related to the
presence of African American faculty in traditionally White colleges and
universities. It will first explain some of the historical thrusts towards educational
desegregation. Statistical data of African Americans in higher education will then
be presented in order to illustrate certain contemporary trends in educational policy.
College and university faculty are integral to the nation's intellectual and
cultural life (Bjork, 1989). Bower and Schuster (1986) regard faculty as a
"national resource" in that they conduct a large part of the nation's basic research,
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undertake philosophical inquiry, provide social criticism and contribute to the
national economic growth. However, in many ways African Americans have been
negatively affected by some of these very contributions. Anderson (1988)
identifies the limits of the canon by asserting: "White universities and colleges have
historically been the seedbed for the 'legitimization' of racial stereotypes and for the
proliferation of racist-oriented scholarship related to Africans and peoples of
African descent" (p. 263).
Racial bias has contributed to the low numbers of African Americans faculty
in traditionally White institutions (TWIs). Increasing the participation of these
teachers concerns many educators who view the inclusion of African American
teachers as not only essential to fulfilling the ideals of a democratic society, but a
vital response to the current rise in U.S. cultural pluralism and institutional
missions to diversify higher education. Statisticians predict that between the years
1989 and 2009 higher education will have gradually replaced over two-thirds of all
its faculties (Payne, 1989). Demographic studies further indicate that concurrently,
one third of the population will be non-White (Hodgkinson, 1985). In view of
faculty retirements and the projected increase in the population's ethnic diversity, it
is important to consider how African Americans fare in obtaining faculty positions.
African Americans comprise between 12% and 13% of the total U.S.
population. In spite of these numbers, their representation in higher education is
appallingly low. In 1989, 4% of all faculty were African Americans (Mickelson
and Oliver, 1991), yet fewer than 2% of these faculty members were employed by
TWIs (Blackwell, 1989). Although data show that Black enrollment and
participation in higher education has increased over the past forty years, TWIs have

failed to make significant progress in hiring African American faculty (Silver,
1990).
The problem of Black exclusion from U.S. colleges and universities has a
lengthy history. During slavery, Blacks were denied educational opportunities. An
example of a legal restrictive policy is the statute passed in 1740 by the South
Carolina colonial assembly stating:
And whereas the having of Slaves taught to write, or suffering them to be
employed in writing may be attended with great Inconveniences; be it
therefore enacted by the Authority aforesaid. That all and every Person and
Persons whatsoever, who shall hereafter teach, or cause any Slave or Slaves
to be taught to write, or shall sue or employ any Slave as a Scribe in any
manner of Writing whatsoever,...every such Person and Persons shall, for
every such Offense, forfeit the sum of One Hundred Pounds current Money
(Franklin, 1984:xi).
The sentiment of an overwhelming majority of Whites during that time is
expressed in a statement by the slave owner of abolitionist Frederick Douglass:
"Learning would spoil the best nigger in the world" (Bennett, 1962:129) However,
in Douglass' words, "the man who has suffered the wrong is the man to demand
redress....the man struck is the man to cry out....and he who has endured the cruel
pangs of Slavery is the man to advocate liberty. It is evident that we must be our
own representatives and advocates, not exclusively, but peculiarly...not distinct
from, but in connection with our white friends" (Bennett, 1962:149). In the two
decades preceding the civil war, Douglass observed that many of the positions
formerly held by Blacks, such as porters, brick-makers, and barbers were held by
White immigrants. He states, "The meaning is very important, and we should leam
it. We are taught our insecurity by it. Without the means of living, life is a curse,
and leaves us at the mercy of the oppressor to become his debased slaves. Now,
colored men, what do you mean to do?" (Bennett, 1961:153) He advocated that
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Blacks learn trades. However, it was difficult to obtain apprenticeship training, and
they were excluded from many trades by unions.
After the civil war, during the years of Black Reconstruction from 1867 to
1877, African Americans established professional and scholarly organizations to
provide the benefits of formal associations for its members (Blakey, 1989). The
unprecedented social climate offered promise for educational and social
advancement. The following are examples: Blanche Kelso Bruce, an ex-slave,
represented Mississippi in the U.S. senate; Howard H. Wood, an African American
served as mayor of Natchez, Mississippi; Richard T. Greener, a Black professor,
taught metaphysics and logic at the University of South Carolina, which was run
by an interracial board; Blacks held positions as lieutenant governors in
Mississippi, South Carolina, and Louisiana, Secretary of State in Florida, the state
supreme court in South Carolina, superintendents of schools, members of the
house of representatives, and state treasurers. As a result of this progress as
Bennett (1962) states, "Now there was hope. A black mother knew that her boy
could become governor. The evidence of things seen, the evidence of things heard
fired millions of hearts. Black mothers walked ten, fifteen, and twenty miles to put
their children in school. They sacrificed and stinted. They bowed down and
worshipped the miraculous ABCs from whom so many blessings flowed"
(p.184).
Headway made during Black Reconstruction elicited violent responses by
secret organizations such as the Ku Klux Klan, the Knights of the White Camelia,
the Red Shirts, the White League, Mother's Little Helpers, and other White
supremacist groups. Above ground, legal enactments such as the "separate but
equal" ruling of the Plessy v. Ferguson case in 1896 by the Supreme Court further
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impeded efforts to integrate White institutions by establishing legal grounds for
segregation. As a result, Negro Colleges emerged to meet educational needs since
entrance into White institutions was virtually impossible. Most of these were
established or substantially funded by the Freedmen's Bureau, created by
Congress, and flourished into the early part of the twentieth century.
In 1933 the National Association for the Advancement of Colored People
(NAACP) filed its first of numerous cases aimed at integrating graduate schools and
at equalizing teachers' salaries. After winning cases, states would set up law or
journalism schools at the Negro state colleges, though there were fewer resources
in the form of books, facilities and funds available to them. Under the leadership of
Thurgood Marshall, the Sweatt v. Painter case resulted in rulings that affirmed
equality as more than physical facilities. NAACP lawyers built on this ruling, filing
suits at the elementary and high school levels. When the cases reached the Supreme
Court, Marshall argued that segregation is in fact discrimination. In his words,
"Slavery is perpetuated in these statutes" (Bennett, 1962). As a result of persistent
opposition to segregation policies, on May 17, 1954, the Supreme Court issued an
order for public school desegregation.
Prior to the 1950's, few African Americans were employed as faculty in
TWIs. Due to employment discrimination many teachers who were shut out of
positions in White universities were forced to secure employment in positions for
which they were overqualified. An example is the Dunbar High School in
Washington, D.C., which in the 1930s and 1940s reported the highest proportion
of Ph.D.s of any high school in the nation (Murray, 1984). By 1954, 1% of the
student population at TWIs were Black, and those who attended these schools were
socially segregated. It was not until after the 1954 Supreme Court ruling of Brown

v. Board of Education that African Americans began to apply and demand
admission to White colleges and universities in significant numbers (Anderson,
1988).
During the late 1960's and early 1970's the numbers of African Americans
attending White institutions increased due to headway made during the civil rights
movement of the 1950's and 1960's (Collins, 1990; Blackwell, 1989; Brown,
1987). Following the Civil Rights Act of 1964, amendments to Title VII in 1972,
and in response to Black students and their allies, affirmative action policies were
implemented to strengthen the concept of equality (Anderson, 1988; Mickelson,
Smith and Oliver, 1993). The Brown decision prompted these institutions to adopt
terms such as "equal educational opportunity" and "equal opportunity employer."
However, the interpretation of these terms remained vague since exposure to an
opportunity, may not necessarily assure successful results. Anderson (1988) states
that words such as "quality," "excellence," or "qualified" codify exclusionary
practices. The subjective nature of interpretation often leaves institutions relatively
free to translate this mandate according to their interests.
Nonetheless, equal educational opportunities initiated during this period
were at the onset relatively successful. Between 1970 and 1977 minority
participation in higher education increased dramatically. Black enrollment nearly
doubled from 522,000 to 1.1 million (Blake, 1987). However, statistics verify that
social unrest due to the responses of large segments of the population to
discrimination directly affects public institutional policy, which in turn influences
trends in student enrollment and in faculty hiring (Silver, 1990; Blake, 1987). For
example, in the late 1980s, during the conservative eras of presidents Reagan and

Bush, racial incidents on college campuses drew national attention once again to the
issue of minority participation in higher education (Moody, 1990).
Another example of how public policy has influenced policies in higher
education is the Adams v. Richardson case of 1973, which along with the Civil
Rights Act of 1964, represents the only contemporary congressional and court
efforts to address the desegregation of TWIs (Silver, 1990). The Adams case
sought to achieve access for African Americans by forcing these institutions to
implement plans that would correct employment inequities. In 1970, the NAACP
Legal Defense Fund, which had been involved in court suits from its founding,
sued the Department of Health, Education and Welfare, forcing ten states to
desegregate their higher education systems. Consequently, nineteen states were
required to submit desegregation plans. Those that did not comply with the federal
ruling would have their federal funds cut. Although this resulted in an increase in
the hiring of African American faculty during the early 1970's, it was followed by a
decrease in the percentages between 1977 and 1983 in all but seven Adams states.
In 1983, these institutions were required to re-examine their plans, at which time
they were urged to develop new strategies to increase African American presence.
Faculty numbers increased following the court requirement to produce detailed
hiring plans.
Dennis, Silver, and Spikes (1989) conducted a survey to assess the hiring
trends of nine of the nineteen Adams states. This study revealed that
approximately 95% of the African American faculty hired in the nine states were
hired during the period of legal intervention. However, the data show that 77% of
these professors were initially hired as instructors and assistant professors, and that
74% did not receive tenure. In 1990, the United States District Court dismissed the

Adams case, ruling that suits by the NAACP Legal Defense Fund should be filed

against the states and colleges rather than against the federal government.
A tradition of discrimination has profoundly marked the psyches of all
Americans regarding the capabilities of African Americans in the academy. It is
therefore virtually impossible to disregard or separate systematic racism from the
task of assessing the present condition of African Americans in higher education.
Yet logically, the recruitment of these faculty is directly related to the numbers of
qualified candidates for faculty positions. Many researchers contend that as
Washington (1986) states, "It is a 'Catch 22' conundrum: There are few Black
faculty because there are few Black Ph.D.'s. There are few Black Ph.D.'s because
there are few Black faculty to serve as role models and mentors to those Black
graduate students who aspire to be Ph.D.'s" (p. 5). Contemporary trends in
African American student representation at TWI's deserves attention since there is
overwhelming evidence that leaks in the pipeline have devastating effects on the
availability of faculty candidates.
There has been a dramatic increase in the number of African Americans
attending and graduating from college since the 1950's. However, since the late
1970's, these numbers have declined at an alarming rate. Between 1980 and 1987,
the total decline was estimated at 3%, or 40,000 students (Allen, 1987). Statistics
show that in 1984,43% of all Blacks enrolled in institutions of higher education
were enrolled in two-year colleges and received 8% of the degrees awarded at these
schools. Only 18% of the graduates from two-year colleges during 1983 entered
four-year institutions (Brown, 1987).
Enrollment in four-year undergraduate schools increased for Whites,
Latinos, Native Americans and Asians between 1976 and 1984. During this eight

year period, enrollment dropped 4% for African Americans (Carnegie Foundation
for the Advancement of Teaching, 1987). Between 1976 and 1982, African
Americans represented approximately 8% of the student population at 4-year
institutions, but accounted for only 6% of the baccalaureate degrees awarded. The
degrees awarded declined between 1976 and 1985 from 9.26% to 5.9% (Bjork,
1989; Blake, 1987).
Between 1976 and 1980, African American enrollment in graduate schools
declined 8%, and then 15% from 1980 to 1984 (Carnegie Foundation for the
Advancement of Teaching, 1987). Black students earned 6.6% of the total number
of master's degrees awarded in 1977, and 5.5% in 1985. Since so few Black
colleges are equipped with the necessary resources to offer advanced degrees,
virtually all African American Ph.D.'s are attained at TWI's (Brown, 1987). In
1978, African Americans accounted for 1.2% of the Ph.D.'s in the sciences and
humanities (National Research Council, 1981). The percentage of Blacks who
earned doctoral degrees, including Ph.D.'s and Ed.D.'s, decreased between 1977
and 1987 from 4.5% to 3.4% (National Center for Educational Statistics, 1988;
Blackwell, 1989). However, between 1976 and 1980, there was a substantial
increase in doctoral degrees awarded to Black women. The overall number of
Ph.D.'s awarded to Blacks between 1980 and 1990 decreased 26.5%. Within this
period, male Ph.D.'s decreased 47%, while female Ph.D.'s increased by 15%.
Researchers attribute the inadequate supply of Black doctorates to early
leakage in the "pipeline." For example, financial assistance for Blacks between
1976 and 1986 dropped almost 10% in federal fellowships, from 16% to 3% in
G.I. Bill support, and from 25% to 7.6% in national fellowships, while guaranteed
student loans rose from 12% to 35%. Additionally, only 40% of African American

doctoral students have research assistantships, compared to more that 60% for
White students (Educational Testing Service; 1988). Although lack of financial
support prevents many qualified students from attending undergraduate and
graduate school, researchers agree that the pipeline begins as early as the elementary
school level. Furthermore, social conditions such as crisis-level high school
dropout rates, crime, family disruption, drug abuse, and high unemployment rates
among youth in the nation's urban centers (Allen, 1987) bear directly on the faculty
pool.
In the early 1960's, 3% of the total faculty in American colleges and
universities were African American. Despite affirmative action plans initiated in the
1970's, the number of full-time faculty at four-year institutions declined by 5%
between 1977 and 1983. In 1975, Blacks comprised 4.4% of all full-time faculty,
and in 1985, they accounted for 4.1%. During this same period. White faculty
increased by 5%. In 1990, nearly half of all Black faculty were teaching at Black
colleges (Frierson, 1990).
In regard to faculty appointments, an important factor contributing to the
low number of African Americans who teach in colleges and universities is that
only a small percentage of students who earn doctoral degrees choose faculty
careers (Bjork, 1989). In an extensive study conducted by the National Research
Council's survey of earned doctorates between 1975 and 1986, it was determined
that fewer than 11% of Black Ph.D.'s took postdoctoral appointments (Brown,
1987). Data from the same study showed that Ph.D. recipients were more likely to
take jobs outside their doctorate fields than in the nine previous years, despite the
fact that within the nonacademic sector, the salaries were lower for Blacks than for
other comparable minority Ph.D.'s. The two primary reasons cited were. 1) more

attractive career options; and 2) an inability to find academic employment in their
fields. This study showed that for those employed in academe, Blacks generally
earned higher salaries than other minority groups, except in engineering, where
Asian Americans had the highest earnings. However, longitudinal tracking showed
that Black Ph.D.'s had the lowest promotion and tenure rates among minority
groups, and were consistently below the national average. Compared to Latinos,
Whites, and Asian Americans, African Americans had the lowest promotion rates in
1981, and declined further by 1985. Longitudinal analysis following faculty over a
nine-year period showed that Black faculty were less likely to be promoted or
tenured at the same rate as Latinos, Whites, or Asian Americans (Brown, 1988).
In their analysis of social networks and access to the labor market,
Braddock and McParland (1987a; 1987b) identified three stages of the employment
process that bar women and minorities: recruitment, job entry or selection, and job
promotion. They maintain that these stages are directly applicable to the plight of
African American faculty. For example, regarding job entry, because faculty search
committees are faced with numerous applications and limited time and funds, they
often use indirect measures that they believe to be the simplest and least expensive
to determine the candidates' suitability. Measurement criteria include the social
network and the reputation of the institution that awarded the candidate their degree.
Blakey (1989) states: "Because these networks are operating in a de facto
segregated society, whites in a position of power will tend to know first of other
whites to whom they can give support" (pg. 17).
Most social networks remain segregated due to the segregated nature of
public schools and neighborhoods (Braddock and McParland, 1987a). This tends
to limit African American access to more prestigious graduate schools. A case in

point is Yale University, which in 1876 awarded the first doctorate to an African
American and since 1972, has awarded less than 2% of its doctoral degrees to
Blacks (Collins, 1990). Studies of pre-affirmative action efforts (Caplow and
McGee, 1958) and post-affirmative action policies (Smelser and Content, 1980)
reveal similar results: the academic market is a system of "sponsored mobility"
(Turner, 1960), whereby a candidate's merit is significantly affected by patronage
from established scholars at elite institutions. The effects of this process result in
exclusion for an overwhelming number of African Americans who are less likely to
attend prestigious institutions (Epps, 1989), and therefore less likely to establish
relationships with the necessary patrons or referees.
Although determining a candidate's merit according to the ranking of the
attended institution and collegial support might be argued as a reasonable criterion,
Mickelson, Smith and Oliver (1993) conducted a valuable study to examine the
issue of quality differences among African American graduate students. The
purpose of the study was to determine: 1) the difference in quality among Black
students in variously ranked institutions, 2) whether students from higher ranked
institutions also come from more privileged backgrounds, and 3) the difference in
career success aspirations among students from variously ranked graduate schools.
There were a number of findings from this study. First, the quality,
assessed by grades, grants, publications and presentations, showed no significant
statistical differences among the various ranked schools. Gender and marital status
were more important than institutional differences in predicting performance
success in graduate school. Second, although Black students attending middleranked schools appear to come from social backgrounds where parents had less
formal education and held lower-status jobs than parents of both lower and higher-

ranked schools, marked differences in students' family backgrounds did not seem
to influence the quality of their academic performance. And third, the motivation
level for students from the lower-ranked schools was statistically slightly higher
than that for students at higher-ranked schools.
Their findings showed that African American academic talent is dispersed
broadly throughout higher education. The researchers concluded that the practice
by search committees of using institutional reputations to determine a candidate's
qualifications is based on elitism, is not an accurate criterion of potential, and
should be minimized, if not eliminated as means of assessing a candidate's merit.
A 1983 study by the National Study of Black College Students (Allen,
1987) found that African American students on White campuses expressed
considerable difficulty adjusting to a culturally different, academically demanding
and socially alienating environment. Compared to White students, they averaged
higher attrition rates, weaker educational backgrounds, less satisfactory
relationships with faculty, lower grade point averages, lower enrollment in post
graduate programs, and more dissatisfaction. By contrast, although students from
historically Black colleges come from lower economic backgrounds, score lower on
standardized tests, and do not have access to the wealth of physical facilities
available at White institutions, they evidence more positive psychological
adjustments, stronger cultural awareness and commitment, greater relative academic
gains, and higher attainment aspirations.
Although many colleges and universities have implemented strategies
designed to increase student admission and the employment and retention of
faculty, greater commitment and active efforts are required to meet the
psychological, cultural, economic, and academic needs of African Americans if

indeed these institutions are committed to desegregating their systems. Preparing
and identifying qualified faculty candidates, and retaining them once under contract
are necessary in order to address some of the most pressing problems facing faculty
and potential faculty.
Many concerned researchers suggest short-term and long-term strategies to
increase African American faculty (McCormick, 1991; Collins, 1990; Silver, 1990;
Bjork, 1989; Blackwell, 1989; Frierson, 1990; Bjork, 1989; Epps, 1989). Short¬
term strategies are intended to increase the numbers of Black faculty as well as the
attractiveness of institutions to faculty. Long-term strategies are suggested as ways
to stop the leaks in the student pipeline, thereby increasing the pool of minority
faculty candidates. In order to be effective, such efforts also require visible
commitments to diversity.
In summary, the under representation of Black faculty in TWIs is attributed
to many factors. First, a tradition of racial discrimination has set the precedent for
exclusionary policies and practices in higher education. Historically, many African
Americans have viewed education as the primary means of escaping economic and
social oppression and achieving integration into American society (Anderson,
1988). Yet, the residual effects of legal segregation continue to impede
advancements towards this end. There are numerous obstacles to the building of a
strong, flourishing African American faculty body. Factors contributing to the
insufficient numbers of undergraduates who might eventually enter the field include
a general lack of academic preparation at the pre-college level, and high drop out
rates among high school students. Institutional commitment to the recruitment,
retention and graduation of undergraduate students have remained a low priority.

Dropout rates at the undergraduate level are also high. The pool of doctoral
students is low, and among these students, few are choosing academic careers.
Centuries of segregation, oppressive attitudes and policies are not remedied
overnight. Yet, nearly four hundred years after the arrival of Africans to America,
the long and painful struggle for human dignity and equality are still the
predominant themes of many African Americans. As Payne (1989) affirms, "A
country that offers the luxury of 5,000 television cable systems, produces 2,800
designer fruits and vegetables, and performs delicate eye surgery with lasers can
certainly find ways to advance the presence and role of minority faculty on its
campuses" (p. 22). Strategies to remedy the disproportionate numbers of African
American faculty may be implemented by institutions committed to human justice,
but in the long-run must become more that efforts towards counting heads since
lasting and effectual institutional change will only be successful in direct relation to
changed minds and hearts.

Multicultural Education and Knowledge Construction
When you control a man's thinking you do not have to worry about his
actions. You do not have to tell him not to stand here or go yonder. He will
find his 'proper place' and will stay in it. You do not need, to send him to the
back door. He will go without being told. In fact, if there is no back door,
he will cut one for his special benefit. His education makes it necessary.

Carter Woodson, 1933:84)

This section of the literature review will discuss some of the reasons why
education that affirms and supports cultural pluralism is necessary. It will also
examine the role that culture plays in constructing knowledge that both enables and
disables the successful participation of learners in schools and in other social

spheres. This review may give clarity to the importance of cultural diversity to
education.
Although public education has traditionally applied the dominant AngloSaxon values, history, and language as the standard of cultural and academic
measurement for all learners, this practice is based on inaccurate, distorted concepts
of ethnicity and race (Gossett, 1963). Today, the repercussions of race theories
continue to resonate, crippling targeted groups as well as those who uphold their
validity. As Gordon and Bhattacharyya (1992) assert, "The construct of race,
though only several hundred years old and still as ill-conceived as it ever was, is
now primary in the minds of the world's peoples" (p.408).
As we enter the twenty-first century, the challenge of mutual coexistence
continues to mount. In a nation initially established as an experiment in democracy,
members of virtually every world nationality may be found in the United States, as
well as individuals representing various combinations of ethnic groups. In 1980,
people of non-European origin comprised 21% of the United States population
(Banks, 1987), and by the year 2015, the majority of the working class between the
ages of twenty and forty will consist of people of color (Marable, 1992). In
addition to ethnic and racial diversity that we commonly accept as characteristic of
pluralism, difference is reflected in groups defined for example, by geographic
location, class, sex, age, physical and mental abilities, religion, and language.
Differences in learning styles, motivational incentives and communication skills all
verify the breadth of diversity.
The implications of pluralism for education are significant. Schools serve
varied populations, yet their missions and methods have largely continued to force
an inflexible, didactic, and Eurocentric model of education on all learners,

regardless of learners' needs (Banks, 1993a; Grant, 1990). Educators face the
challenge of responding to continued assertions that many Americans have been
neglected in the policy making, structural workings and curriculum content of
education. As Gordon and Bhattacharyya (1992) assert, "It is not so much the
dismantling of the unum that causes strife, but the neglect of the pluribus and the
absence of social justice. (Moreover, it is a mistake to think unum exists where it is
imposed; for the imposition itself indicates the existence of pluribus)" (p. 409).
More than ever, the unfulfilled needs of many Americans require attention.
However, the following statement by E.P. Cubberley, a leading educator at the turn
of the century, referring to the large influx of Southern, Central and Eastern
European immigrants, still reflects the blind, rigid sentiment of many regarding
what it means to be American:
Everywhere these people tended to settle in groups or settlements, and to set
up their manners, customs, and observances. Our task is to break up these
groups or settlements, to assimilate and amalgamate these people as part of the
American race, and to implant in their children, as far as can be done, the
Anglo-Saxon conception of righteousness, law, and order, and popular
government, and to awaken in them a reverence for our democratic
institutions and for those things in our national life which we as a people hold
to be of abiding worth (Banks, 1986).
This process to which Cubberly refers is what has popularly been accepted
as becoming "cultured." Culture has traditionally been viewed as the acquisition of
particular skills, attitudes, behaviors, tastes, priorities and values ascribed to the
Anglo-Saxon, male worldview, and attainable through education and other social
institutions that embody those attributes. However, shifts in this definition have
caused and been affected by the growing awareness that culture entails the
construction and development of skills, values, and experiences deemed necessary
by groups of people in order to make meaning within their specific environments,
and that all people come from circumstances or cultures with equally significant

worth. West (1990) identifies three general coordinates that have influenced the
rapidly shifting views of "culture" and present concerns regarding difference.
These are: 1) the displacement of Europe as the universal subject of culture; 2) the
emergence of the U.S. as the center of global mass-cultural production; and 3) the
impact of Black social movements on colonized nations.
Although these conditions have contributed to placing the issue of pluralism
in the public forefront, many cultural groups have engaged in the struggle for
equity throughout U.S. history. The fight for Blacks' and women's voting rights,
the Civil Rights movement, legislation enacted to provide educational assistance to
low income families in 1965, the Bilingual Education Act 1968, Title IX of the
1972 Educational Amendments, Public Law 94-142 of 1975 (Banks, 1986), and
the mobilization by Native Americans against the 1992 Columbus Quincentennial all
exemplify contemporary responses to inequity. Organizations such as the National
Association for the Advancement of Colored People, the Anti-Defamation league of
B'nai B'rith, the Japanese American Citizenship League, the League of United
Latin-American Citizens, and the Puerto Rican Forum were all established to
address the civil rights of their constituents and have participated in their own
struggles toward realizing democratic, humane existences in the U.S. (Banks,
1987)
In 1972, the American Association of Colleges for Teacher Education’s first
Commission on Multicultural Education formally stated its mission and goals for an
education that would seek to promote the needs of a pluralist society. The
Commission formally rejected the prevailing "melting pot" theory, which advocated
the mere tolerance of diversity and encouraged the preservation and extension of
cultural alternatives (Baptiste, Baptiste, and Gollnick, 1980). The field of

multicultural education presently exhibits a wide range of priorities and objectives
(Sleeter, 1991), with various cultural groups articulating many of their educational
needs within the context of this movement. However, multicultural education is
generally concerned with reforming educational policies and practices so that all
learners are prepared to function successfully and effectively in a culturally diverse
society.
Despite this objective, the measurement of success remains in question, in
that for many it is no longer sufficient to evaluate the success of education merely
according to how many individuals ascend the social ladder, although that may
serve as one criterion. Education that meets the cultural and psychological needs of
learners is equally important and may promote the success of not only individuals,
but large segments of particular cultural groups. Because learning is the primary
objective of education, multicultural educators are concerned with addressing the
knowledge, attitudes, worldviews, skills and other variables that result from
differing cultural experiences, and which may prevent or foster sound learning.
Many educators concede that cultural experiences help shape individual and
group identities, and that educational reform is necessary in order to adequately
serve learners' needs. However, concerned educators should be clear about their
intentions for acknowledging multiple cultural perspectives. Changes in our
outlooks as we seek to legitimize subjectivities and redefine the parameters of
culture will not in themselves lead to social reform. Paulo Freire offers the example
of his confinement to prison, insisting that altering his subjective viewpoint did not
move him from behind the prison walls. Unless the primary focus of
multiculturalism is to motivate learners towards an ongoing assessment of their
cultural definitions for the ultimate purpose of actively and responsibly participating
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in social and political reform, then it simply serves to acknowledge "difference" in a
void. It does not seek to facilitate ways in which either the reform or overthrowing
of oppressive values and institutions, or the establishment of humane alternatives
may become possible. Mahala (1991) confirms this with the following example:
"The mere fact that teachers may be bringing more writers who represent the
experience of historically disenfranchised social groups into their classrooms may
be encouraging their students to talk more about their experiences of oppression such activity does not necessarily mean that oppressive social formations are being
challenged or reconstructed in any given classroom" (p.2).
The celebration of cultural pluralism has no redeeming value in itself. It
must be understood as the language we use to communicate our commitment to
combating injustice. For example, one of the challenges facing the increased
inclusion of African American faculty in higher education is that the academy
continues to assert and relax its efforts towards diversify based on mechanical
reactions to social unrest and government mandates. TWIs must move past a
superficial tolerance of diversity and systematically affirm the invaluable
contributions that these teachers make to the formation and exchange of knowledge
and to the enlightenment of the academic community as a whole.
Mills (1990) in his survey of 1990 college publications identifies "diversity"
as the catch phrase used most often by colleges. Harvard's register states:
"Diversity is the hallmark of the Harvard/Radcliff experience." Connecticut College
maintains that "diversity is rooted deeply in the liberal arts tradition and is key to
our educational philosophy," and Brown University concedes that "when asked to
describe the undergraduate life at the College - and particularly their first strongest
impression of Brown as freshmen - students consistently bring up the same topic:

the diversity of the student body" (p. 529-531). In many cases, diversity has
become a buzzword, signaling the fact that schools' political images are in line with
popular social expectations. But the practical necessity of diversity must be
understood in order to prevent multicultural education from becoming a nominal
affirmative action effort.
McLaren (1993) states that "Anglo-Americans are really anxious about the
stability of contemporary Western civilization. And part of this nervousness stems
from xenophobia and a willed scholarly indifference to how they have constructed
the Other through both research practices and the popular imagination" (p. 28). To
avoid having multiculturalism become a glorified anthropological exercise, with
non-White cultural groups viewed as "the other," we must acknowledge the impact
of sociopolitical experiences on all individuals and groups, and develop educational
practices that affirm and legitimize these standpoints. Giroux (1990b) proposes that
educators move their analyses and pedagogical practices "away from an exotic or
allegedly objective encounter with marginal groups, and raise more questions with
respect to how the dominant self is always present in the construction of the
margins" (p. 11). How we experience the world directly affects our resulting
positions in the world. Conversely, our perceptions of our social status directly
affect our abilities to struggle effectively and to live interdependently. Those who
are served by the colonization of cultures must begin to see how they too are
subverted by oppressive means. Those oppressed must understand their conditions
in terms of their own power to make necessary social changes.
McLaren (1993) affirms that "identities are structured in material relations of
power and privilege" (p. 29). This suggests that we should not overlook the fact
that individual identities are formed in relationship to institutions, which also have

their own cultural identities. In explaining the nature of institutional culture,
Moody (1988) states, "Culture may be viewed as the value system of the
organization.Culture provides meaning, direction, and mobilization: it is a social
energy that moves the corporation into either productive action or destruction"
(p.85). The culture of an institution must therefore also be understood as
established for specific purposes but changeable as well.
To benefit from cultural diversity we need a conception of the learning
process that serves all learners. Learning is more than a process whereby teachers
offer "objective" information and students uniformly receive it (Freire, 1970). Both
teachers and students come to the classroom knowing many things. What they
know has been constructed by the many facets of their life experiences (O'Connor,
1989; Banks, 1993c), and what they do with this knowledge is based on what they
understand it to mean (Gordon and Bhattacharyya, 1992). As Slobodkin (1992)
states, "self image...is intimately intertwined with...beliefs about the nature of the
world" (p.40).
Actualizing the ideals of social reform requires that we understand the ways
that individual and institutional knowledge are constructed and perpetuated, and
ways that information and belief systems serve and impede certain people and
groups at the expense of others (Apple and Weis, 1986). In this way, we can better
appreciate teaching as a political activity. As "transformative intellectuals," teachers
and students may begin to engage in questioning and analyzing through meaningful
dialogue the ways that power and knowledge inform ideas and ideologies both in
and out of schools (Giroux, 1988). By viewing teaching as a political engagement
(Cochran-Smith, 1991) and understanding multicultural education as resistance to
oppression (Sleeter, 1989), we can begin to understand how schools organize, and

sanction or reject the experience of particular learners through means such as texts,
language, and relationships (Giroux, 1990b). As Gates (1992a) states, "Our social
identities represent the way we participate in an historical narrative. Our histories
may be irretrievable, but they invite imaginative reconstruction" (p.77). Addressing
difference requires that all learners begin viewing themselves as changeable and
mutually dependent upon each other for growth. The implication for education is
that everyone involved in the learning engagement is responsible for mediating a
better understanding of their own and each others' knowledge.
For education to function as an effective "change" medium, offering
constructive ways of viewing and entering into the struggle for a democratic
society, educators must utilize the knowledge that learners have acquired from
outside the classroom. Conversely, if classroom insights are to become
meaningful, they must develop in contexts where they can be explored as social
truths (Giroux; 1981). Banks (1993b; 1993c) identifies five types of knowledge
that derive from socialization processes that may enrich teaching and learning.
•

Personal or cultural knowledge is derived from families and

communities.
•

Popular knowledge is shaped by the mass media. An example of

popular knowledge follows: "To succeed in the United States, an individual only
has to work hard. You can realize your dreams in the United States if you are
willing to work hard and pull yourself up by the bootstraps" (Banks 1993a:8).
•

Mainstream academic knowledge is established by professional

associations and promoted through the dominant, positivist paradigm. Canon,
which is the standard against which knowledge is measured through education, is
the major means of enforcing and promoting this knowledge (Gates, 1992b).

•

Transformative knowledge challenges the routinely accepted canon, and

proposes new ways of viewing the nature of knowledge (Giroux, 1988).
•

School knowledge is forged by social dynamics within the educational

environment (O'Connor, 1989; Gay, 1988).
These avenues through which knowledge is constructed suggest the range
of factors that result in differences among learners, but should not be interpreted as
static. They intersect at various points and are more complex than this description
might suggest. For example, in terms of personal knowledge, there is no one
family experience that may be neatly categorized and defined. Family knowledge is
shaped by relationships with family members, each with their own range of
variables that have shaped their knowledge. Also, there are many institutions and
affiliations that comprise a community, each with their own set of histories,
objectives, and strategies. It is also difficult to discern where one type of
knowledge ends and another begins. For example, it would be presumptuous for
educators to belie ve that they could precisely identify the causes or origins of a
student's worldview based purely on these categories because such assessments are
subject to the particular understanding of the teacher based on his or her own
complex set of values (Sleeter, 1992).
The knowledge derived from each source is always altered and reshaped in
the process of encountering new and often competing bodies of knowledge, social
circumstances, individual relationships, as well as through the conscious, willful
desire of the individual to change, which although it is also constructed (Gates,
1992b) should not be minimized. As Greene (1993) asserts, "Cultural background
surely plays a part in shaping identity, but it does not determine identity" (p.16). It
may be less important to use these categories as ways of deciphering the resulting

knowledge in question, but rather to broaden our understanding and affirmation of
the complexity of human identity.
In summary, the movement by many educators towards diversifying
schools coincides with current growth in the nation's cultural pluralism. The many
apparent differences that characterize our society, such as race, ethnicity, gender,
class, and other salient features, are also factors that affect how individuals and
cultural groups derive meaning, interact, and perform in the classroom and in other
social arenas. In order to adequately address the complexities of diversity, we must
understand that there are many avenues through which people learn and form their
identities. Family and community values and structures, interactions in schools,
exposure to mass media, and the effects of institutional ideologies all affect the
success of learners, but also influence how they view themselves in relation to
others and the importance they place on and responsibility they assume for
changing undesirable social conditions. Understanding the construction of
knowledge, whether by individuals, communities, or institutions as mutable and
subject to constructive change, and availing ourselves of this change process may
be the most effective avenue for sustaining attempts toward equitable education.

Creativity and Its Expression in African American Culture
The purpose of this section of the literature review is to explore some of the
concerns and motivating factors that have guided African American musicians,
dancers, and visual artists in the development of their work, and which may
underlie and inform some of the perspectives and knowledge of those who teach
these art forms. The First part will explain how creative expression exhibited
through the arts functions in reciprocity to experience and documents knowledge.

The second part will discuss some aesthetic and social issues that have shaped the
music, dance, and visual arts of African Americans. These art forms reveal some
of the philosophies, worldviews, social values, and attitudes within African
American culture, and when examined may offer insight into the implications of
creativity. This part of the discussion will be organized by highlighting and
applying four values inherent in African American improvisational music or "jazz,"
and examining some examples of music, dance, and visual arts within the context
of this model.
There are two reasons for structuring the discussion around the subject of
musical improvisation. First, it is a well developed model of successful human
communication that has implications beyond that of purely musical expression.
Examining some of the motifs inherent in African American musical improvisation
may help to interpret certain issues of aesthetic and philosophical concern that
inform the art and motivations of African American musicians, dancers, and visual
artists. Second, some of the principles and behaviors applied to improvisation may
have further applications, which will be reviewed later in chapter six of the data
analysis when discussing some of the concerns that guide African American
teachers in the development of their students' creativity.

The Nature of Creativity
One of the many ways that we seek to make sense of our lives is by
investigating patterns of order. Structuring the volume and complexity of
information acquired through experience and shaping it are ways of understanding
and assigning meaning to it. Similarly, creating art entails highlighting through
selection that which the artist believes is worthy of remembering and sharing.
Roland Wiggins (Lateef, 1981) offers an analogy between music and language that

appears applicable to other art forms. He explains that creating music entails the
application of: 1) kinesthetics, or skills required to construct sounds; 2) syntax, or
the arrangement of musical elements; and 3) semantics, which refers to the
conveyed meaning.
Though creating requires that the artist consider, organize and interpret a
vast array of information and present it in a comprehensive way, this process is
more than a pragmatic task of collecting data and conveying information. The
arranged symbols have no meaning outside themselves. Their definitions are open
and evolve from the subjective interpretations of their creators (Langer, 1953).
Through this process, the artist seeks to make subjective information memorable
and pleasurable. It is important to note here that "pleasure" does not posit a
standard of beauty or a level of comfort. Pleasure is that quality that brings
satisfaction and bears significance on some level either to the creator or observer.
In this respect, art manifests the desire to "make special" or to place activities and
artifacts in a realm different from the everyday (Dissanayake, 1988) and affords us
an opportunity to feel and to validate feelings. As Dissanayake states: "the
complexity of our emotional nature means that feeling has a life and importance of
its own, and gives color and richness to actions and thoughts that without it would,
however complex, be as impersonal and mechanical as the motions of the
planets.... [Fjeeling is inseparable from life in all its aspects"(1988:127-128).
The arts document who we are and are therefore signatures of our identities.
The artistic process is simply a developed extension of the creative capacity inherent
in every human being, since the desire for "making special" is evident even in those
who hold no claim to an aesthetic temperament. Our most mundane activities

denote this behavior, apparent in the way we decorate our homes and other
environments, or select our clothing.
Though not all creative expression is innovative or novel, it accentuates
certain details based on the individual's subjective perspective, and enables the artist
and audience to consider new and alternative ways of being in the world (Greene,
1993). Playwright Julian Beck gives a rich description of the impact of the artistic
experience:
To serve the audience, to instruct, to incite sensation, to initiate experience, to
awaken awareness, to make the heart pound, the blood course, the tears flow,
the voice shout, to circle round the alter, the muscles move in laughter, the
body feel, to be released from death's way, deterioration in comfort. To
provide the useful event that can help us (Malina, 1990:42).
The ability for the arts to portray the human condition in specific contexts
enables encounters where real exchange can transpire. Greene (1991) provides
insight into the growth that results from the creative expression of ideas by stating:
Pluralities of persons can be helped to go in search of their own images, their
own visions of things through carving, painting, dancing, singing, writing.
They can be enabled to realize that one way of finding out what they are
seeing, feeling, and imagining is to transmute it into some kind of content and
to give that content form. Doing so, they may experience all sorts of
sensuous openings. They may unexpectedly perceive patterns and structures
they never knew existed in the surrounding world. They may discover all
sorts of new perspectives as the curtains of inattentiveness pull apart. They
may recognize some of the ways in which consciousnesses touch and refract
and engage with one another, the ways in which particular consciousnesses
reach out to grasp the appearances of things (p.28).
We can learn a great deal from the artist's affirmation of subjectivity. Freire
(1973), in discussing the relationship between subject and object, states that the two
are interdependent. There can never exist a subject without an object, nor an object
devoid of its subject. By reflecting on our condition and viewing it as a challenge,
we are able to change its meaning by our actions. Pinar (1981) maintains that
focusing on the individual is one way of identifying the web of influences in a

person's biographic situation, and serves to merge abstract ideas with concrete
situations. An individual alive on a certain day during a certain moment contains
within him or her a complex configuration of political, economic, and cultural
forces. Pinar compares this certain moment to a crystal with its many facets, all
present and interrelated, but significant only as they are just facets of a single
unique crystal. These forces are revealed in part through the report of the
individual. Both Freire's and Pinar's positions iterate the postmodern view that
creative representations result from specific experiences and occur within the
context of specific social conditions (Berger, 1972; Giroux, 1992).
This idea of subjective value contrasts the long held European American
'art-for-arts-sake' aesthetic paradigm, which regards artistic production in objective
terms. For example, the "absolutism" theory of art suggests that the meaning of art
is embodied in the qualities of the media, and that any references to the world are
irrelevant to the art itself (Reimer, 1970). The following statement by art theorist
Clive Bell in 1914 exemplifies this view: "...to appreciate a work of art we need
bring with us nothing from life, no knowledge of its ideas and affairs, no
familiarity with its emotions. Art transports us from the world of man's activity to
a world of aesthetic exaltation. For a moment we are shut off from human interests;
our anticipations and memories are arrested; we are lifted above the stream of life"
(Reimer, 1970:25). This theory, pronounced at the turn of the century still
resounds in the realm of "high culture," where the dominant class views its identity
as separate from its motivations, interests and historical context, thereby relieving it
from its social responsibilities.
Because culture is where our identities, desires, preferences, ideals, and
investments are constructed and negotiated (Britzman, 1991; Hall, 1990), all

artistic creations are expressions of culture in that they are loaded with information
about its creators and the worlds in which they live. Because individuals and
groups create art within specific sociohistorical contexts, in a broad sense all art has
social and political implications. Art conveys the influences and effects of external
conditions on the consciousness of its creators in a particular place in time.

Artistic Expression in African American Culture
The arts have been a vital expression of African American culture
throughout the history of the United States. The creativity of many African
American artists, not unlike the griots, or musical storytellers of West Africa,
whose songs represent the voice of their communities as they comment on social
concerns, evaluate political agendas, and articulate subconscious drives, have long
been vehicles for social commentary and cultural documentation.
African American improvisational music or "jazz" serves as an example of
how the arts have communicated cultural wisdom. Because musicians, critics and
scholars have debated the origin and suitability of this term since the beginning of
the twentieth century, I will first review the use of the word "jazz" in order to
clarify subsequent references to this musical genre, suggest the need for more
enlightened views of African American artistic contributions, and establish its value
as a philosophical view with broad applications and implications.
Southern (1983) states that "all of the theories suggest that the word is to
be associated in one way or another with the folk mores of black men, either in the
United States or in Africa" (p. 361). For the purpose of this discussion, I will use
the term "improvisation" for two reasons. First, the improvisatory quality of the
music, carried over through many African American musical styles is the primary
focus of the outline for this discussion. Second, from its formal inception as a

distinct style, the term "jazz" has carried degrading allusions to the mythical sexual
prowess of Blacks and has historically been associated with low levels of human
functioning. As a result, the art form has met with subversive treatment by music
critics, the music industry, and consequently, audiences. For example, many
White writers in the 1920s and 1930s viewed this music as an expression of raw,
unbridled emotion. Some critics insisted that the music was noise that threatened to
destroy the civilized world, while many educators believed that it spoiled students'
appetite for "classical" music (Ogren, 1989). By maintaining low levels of
monetary reward for the musicians and relegating its performances largely to bars
and clubs as a vehicle to sell alcohol, the music industry continues to perpetuate
these types of myths.
The television and film industries often apply the use of African American
improvisational music in order to suggest violence, sex, confusion, and
psychological disturbances on the screen. Music critics continue to use language
that explicitly differentiates between what they consider "high art" and "low art."
Lateef (1985) contends that the use and affects of expressions appropriated for
African American improvised music, such as "he/she was cooking; they were
burning last night; they had the pots on; he was intensely F-U-N-K-Y; his chops
were together,...in many instances these descriptions are vulgar, inadequate, and,
in fact, unjust" (p. 43). Hentoff (1959) disputes another myth that has been upheld
in order to justify the mistreatment of artists, which is that musical greatness is only
achieved through suffering. He asserts that those who perpetuate this idea are
"suspicious of most attempts to treat the music more 'seriously' and to place it
where it can be heard without smoke screens" (p. 335). Hentoff gives an example
of how critics enforce this misconception by citing an article published by music

critic John Martin in 1959, which states: "The legend of Charlie Parker is a story of
battle against the inevitable and is an expression in music which might never again
be equaled. Parker would never have produced this contribution to jazz had he
been assured of protection from the reverses of living. A cottonwool world of
respectability would have strangled Parker" (p. 337).
Many have suggested alternate labels for the word "jazz" in efforts to more
honestly and respectfully represent the music. In the early 1970s, the Association
for the Advancement of Creative Musicians used the term "creative music." In the
late 1970s and early 1980s, many musicians proposed the term "Black Classical
Music" in attempts to establish it as a classical form in the broadest sense of the
word, and as clarification that African Americans have been the primary vehicle for
its development. The term "Black Classical Music" emerged at a period when
many colleges and universities were establishing "jazz" education programs, and
responsibility for the academic advancement of the music was placed to a large
extent in the hands of White teachers and students. Presently, there are some
educators and scholars who refer to this music as "American music" as a reminder
of America's dependence on Black musical ideas for its cultural development.
Brenda Dixon states, "If language is the exercise of power, and if the act of
naming is part of the empowerment, then what is not named, or is misnamed,
becomes a disempowered part of the background" (Lewis-Ferguson, 1991:55). It
is highly doubtful that simply reconsidering the use of a name will in itself alter
perceptions that derive from misconceptions of African American culture as a
whole. However, as a step in the greater effort to contest those images that have
emerged from fear and ignorance, and which have consciously and unconsciously

minimized intelligent innovation, the term "improvisation" will be used to describe
this musical form.
Webster's Dictionary provides the following definition of improvisation:

"to extemporize;" which it further defines as "to create music on the inspiration of
the moment; to make the best of materials at hand; to compose, speak or perform
without preparation." In the context of African American music, this definition
proves to be insufficient in that it does not speak to the value placed on the
"preparation" deemed essential for the successful and effective development of
musical ideas. Despite misconceptions, African American improvisation bears
marks of a well-developed value system that employs high standards to its process.
For example, in comparing improvisation, which is spontaneously composed
music, with pre-composed music, we see that they differ in their relationships to
time and alterations. Improvising requires that the musicians instantly organize
their ideas, which does not allow a return to originally conceived ideas in order to
restructure them. The difference between the two types of composition is
comparable to the difference between speaking and writing a letter. While
speaking, provided that a speech has not been prepared, the mind may edit while it
is expressing a thought. In contrast, while writing a letter the author may
reconsider the thought, select the appropriate words and phrases, and make changes
for the purpose of clarification or improvement. The musical improviser must
assess the past, present and future in a relatively short span of time and choose
appropriate melodic, harmonic, and rhythmic solutions. Although there may be a
general pre-established structure, it is the personality, attitude and individual
choices made by listening, analyzing, and feeling that produces the music. In this
way, the performer is also a co-composer in that s/he shapes the particular structure

or outline into its style and form, and as such, the process and the product unfold
simultaneously.
Improvising carries implications beyond the limits of pure musical
expression. Because structures and behavior are inseparable (West, 1993),
identifying some of the structural guidelines used by musicians within an ensemble
may reveal important information about their values. Improvisation is process
oriented and seeks a successful balance between operating within structural
guidelines and freely excavating truths embedded within subjective experience. The
musician juggles a wide array of information while simultaneously taking
responsibility for the clarity, integrity and honesty of the outcome. The following
poem by Claude McKay (Kearns, 1970) entitled America, suggests one way that this
negotiation between structure and freedom has been applied in a social context. It
speaks about the struggle to claim rightful citizenship while nurturing the inner
strength necessary to retain dignity and prepare for the future:
Although she feeds me bread of bitterness,
And sinks into my throat her tiger's tooth,
Stealing my breath of life, I will confess
I love this cultured hell that tests my youth!
Her vigor flows like tides into my blood,
Giving me strength erect against her hate.
Her bigness sweeps my being like a flood.
Yet as a rebel fronts a idng in state,
I stand within her walls without a shred
Of terror, malice, not a word of jeer.
Darkly I gaze into the days ahead,
And see her might and granite wonders there,
Beneath the touch of Time's unerring hand,
Like priceless treasures sinking in the sand.
West (1993) offers an analogy between "jazz" and the "cultural hybrid
character of black life" in the following statement: "To be a jazz freedom fighter is
to attempt to galvanize and energize world-weary people into forms of organization
with accountable leadership that promote critical exchange and broad

reflection.... As with a soloist in a jazz quartet, quintet or band, individuality is
promoted in order to sustain and increase the creative tension with the group - a
tension that yields higher levels of performance to achieve the aim of the collective
project" (p. 105).
Four improvisational principles will now be examined and some examples
across the fields of music, dance and visual arts cited within the context of each
principle in order to demonstrate their broad aesthetic value and applications. The
principles include: Interaction, which addresses the process of mutual shaping;
Economy of Resources, which entails the innovative development of ideas through
the reordering of available materials; Definition, which affirms the importance of
proposing new and appropriate interpretations and meanings; and Transcendence,
which directs the artist to articulate heart-felt, affective realities.

Interaction . The first principle will explore the relationship between
ensemble interactions and the exploration and development of musical ideas. Every
sound that a musician contributes to an improvisation has the potential to change the
composition in some way. The process of developing ideas that might heighten the
musical experience depends on how effectively the ensemble members interact with
and respond to each other. For this interdependence to be successful, each
musician must be willing to use or at least consider the proposed ideas and
cooperate with the interactive process. Because each musician articulates ideas in
the midst of continually changing circumstances, and any externally imposed
structures may guide but do not restrict the freedom of individual choices, the
responsibility for change is placed on the members themselves. The improviser
acts as a receptive and contributing agent, generating ideas that result from hearing
and responding almost instantaneously. This process of simultaneously drawing

from internal and external sources establishes the individual as both recipient or
learner, and generator or teacher.
One translation of this principle may be seen in the way African American
artists have contributed to the shaping of American popular culture. An example in
the area of dance is the widespread popularity of the "charleston," derived from
challenge dances done during slavery (Ogren, 1989), and first introduced in a Black
musical production called Liza. This dance "used the whole body in shimmying
motions, including a fast kicking step, both forward and backward, and featured
slapping the hands on the body, especiahy on the knees, while the dancers were in
a knock-kneed position" (Haskins, 1990:43). The rhythmic complexity of the
charleston and many other African derived dances have made their way into
"mainstream" American dance culture. One way that this has happened is through
formal lessons. For example, many dancers served as teachers for film and stage
personalities. Clarence Bradley coached and choreographed for a number of White
stars in the 1920s and 1930s including Fred Astaire, Lucille Ball, Mae West, and
Eleanor Powell (Hughes and Meltzer, 1967). His style made use of African
American music by turning the rhythmic patterns into dance steps. Although he
became a popular teacher, he was never permitted to choreograph a White show in
the U.S. and eventually gained his recognition in Europe. Bill "Bojangles"
Robinson is another example of how teachers enabled popular access to African
American dances. Haskins (1990) maintains that Robinson rarely made public
complaints about discrimination but was keenly aware of his role as an instructor.
In 1934 when he was invited to the New York Society of Teachers of Dancing but
was denied entry by the elevator operator, Robinson exclaimed, "I'm Bill
Robinson and I came here to teach your white teachers to dance" (p.59).

Other examples of how African American artists have shaped American
culture are European American visual artists Arthur G. Dove and Jackson Pollack,
who in the 1930s and 1940s acknowledged and translated the influence of Black
musical concepts to their work. Dove discovered that some of the formulaic
principles of rhythmic development that makes Black music "swing" also enabled
his visual ideas to be propelled with greater force. He states, "Just at present, I
have come to the conclusion that one must have a flexible form or formation that is
governed by some definite rhythmic sense beyond mere geometric repetition, to
express and put in space an idea so that those with sensitive instruments can pick it
up, and further that means an expression has to have grown long enough to
establish itself as an automatic force.... The play or spread or swing of space can
only be felt through this kind of consciousness (Wight, 1958:64).
The development of "rock ’n' roll" is another example of the African
American musical influence on American popular culture. This style emerged from
the "blues" style, simplifying its harmonic structure and accelerating its tempo. The
first Rock 'ri Roll record was Sh-Boom, recorded in 1954 by the Chords, a Black
rhythm 'ri blues group, but first popularized by a White group called The Crew
Cuts (Shaw, 1978). Widely marketed "covers" or imitative recordings by White
artists immediately followed. Similarly, many of Elvis Presley's songs were
composed by Black artists and performed in an imitative style, including Big Man
Thorton's Hound Dog, Arthur Big Boy Crudup's That's All Right, and Thomas
Dorsey's Peace in the Valley (Southern, 1983). Today, much of rock music is
derived from the "rhythm and blues" style of the 1950s and 1960s.
Although African Americans have been at the forefront of creating these
musical styles, their work has been primarily a source of monetary gain for the

music industry, which has never adequately served these musicians. This has been
a practice since slavery. On slave ships, African Americans were forced to dance
regularly since slaveholders viewed this as exercise that strengthened the slaves and
made them more attractive for sale (Haskins, 1990). In this way the music and
dance served the purpose of generating capital for slaveholders and directly shaping
the economy. For example, enslaved musicians were often hired out under the
management of their masters as the following excerpt from the 1853 Richmond
Daily Inquirer indicates: "FOR HIRE, either for the remainder of the year or by the
month, week, or job, the celebrated musician and fiddler, GEORGE
WALKER...admitted by common consent to be the best leader of a band in all
eastern and middle Virginia" (Hughes and Meltzer, 1967). Before going up for sale
on the auction block, African Americans were made to sing and dance with the
accompaniment of a fiddler in order to demonstrate their strength of spirit. In
1853, Solomon Northup, a free Black from Saratoga, New York who was
kidnapped into slavery as a young man, described his experience as one of these
fiddlers in the following statement:
The] keeper of the slave pen in New Orleans, was out among his animals
early in the morning. With an occasional kick of the older men and women,
and many a sharp crack of the whip about the ears of the younger slaves, it
was not long before they were all astir, and wide awake.... In the first place
we were required to wash thoroughly, and those with beards, to shave. We
were then furnished with a new suit each, cheap, but clean.... During the day
he exercised us in the art of 'looking smart,' and of moving to our places with
exact precision. After being fed, in the afternoon, we were again paraded and
made to dance. Bob, a colored boy, who had some time belonged to
Freeman, played on the violin. Standing near him, I made bold to inquire if
he could play the 'Virginia Reel.' He answered he could not, and asked me if
I could play. Replying in the affirmative he handed me the violin. I struck up
a tune, and finished it. Freeman ordered me to continue playing, and seemed
well pleased, telling Bob that I far excelled him - a remark that seemed to
grieve my musical companion very much" (Southern, 1983:159).

The music, dance, and visual arts of African Americans have throughout
U.S. history been shaped by cultural interactions. One way is through African
American participation in traditional European art forms. For example, during the
last decade of the nineteenth century composers such as Harry T. Burleigh, Will
Marion Cook, James Rosamond Johnson, Clarence Cameron White, Robert and
Nathaniel Dett excelled in European concert music while drawing extensively from
the themes, performance styles and compositional qualities of Black music.
However, many of them were criticized for restructuring the form and content of
symphonic music. In 1914, a review of a performance by the Clef Club, an
African American symphony orchestra conducted by James Reese Europe stated:

If the Negro Symphony Orchestra will give its attention during the coming
year to a movement or two of a Haydn symphony and play it at its next
concert, and if the composers, who this year took such obvious pleasure in
conducting their marches, tangos, and waltzes, will write short movements
for orchestra, basing them on classic models, next year's concert will
inaugurate a new era for the Negro musician in New York and will aid him in
being appraised at his full value and in being taken seriously. (Southern,
1983: 288)
Europe responded by explaining his reasons for the unconventional use of
mandolins and banjos in place of second violins, baritone horns and trombone
instead of French horn and bassoon, and two clarinets instead of oboe:
You see, we colored people have our own music that is part of us. It's the
product of our souls.... [Some] would doubtless laugh heartily at the way our
Negro Symphony is organized, the distribution of the pieces, and our
methods of organization.... We have developed a kind of symphony music
that, no matter what else you think, is different and distinctive, and that lends
itself to the playing of the peculiar compositions of our race (Southern,
1983:288).
Interaction also manifests through the mutual shaping of ideas among
African American artists across arts disciplines. Powell (1989) describes the
influence of music on visual artists during the 1920s and 1930s by proposing

painter Archibald J. Motley’s Blues as a work that exemplifies this interaction. He
states: "Motley's multiplicity of compositional elements, their interruptions and their
reintroductions are not unlike the 'riffs' and 'stop-time' of a fellow New Orleansborn Chicagoan, jazz legend Louis Armstrong" (p.27). Powell compares their
similar use of syncopation and improvising against relatively structured formats,
observing that Armstrong's musical format consists of a melodic scheme and the
consistency of the ensemble's rhythm section, while a system of anticipated shapes
and recurring intervals serves as Motley's visual format.
Social movements have also served as ideological agents of change with
which artists have interacted. Addressing social issues through the arts has often
provided the impetus for thematic and conceptual convergences among artistic
communities. In the case of Spirituals, the lyrics express not only a great faith in
God, but they translate the biblical oppression of the Israelites to their own adverse
conditions, articulating an intense yearning for freedom through their texts (Lovell,
1972). In the early 1920s, the impact of Marcus Garvey's Universal Negro
Improvement Association in Harlem inspired Harlem Renaissance artists to explore
the history and culture of Africa. "Blues" lyrics have often expressed the struggle
against poor economic conditions. During the civil rights movement, lyrics from
spiritual songs were changed to express political solidarity at marches and sit-ins.
As Powell states, this was a period in history "with almost daily reports of church
bombings, student boycotts, race riots, and the murdering of civil rights workers
by Southern white segregationists" (p. 34).
In the midst of these social upheavals, many visual artists began making
definitive cultural and political protest statements through their work. Visual artist
Romare Beardon serves as an example. Prior to this period, he exclusively

explored abstract paintings that were devoid of references to African American
culture. His work Sermons, produced in 1964, was the first of many that explicitly
commented on the dynamic force of African American culture (Powell, 1989). His
use of faces and hands, sculpture, and monuments revolve around a circle-like
image in the center, giving this work a feeling of tremendous weight, yet mobility
as the images seem to be moving slowly but steadily.
Visual arts organizations such as Weusi ya Sanaa in New York, and
AfriCobra in Chicago and Washington D.C were established for the purpose of
exploring Pan-African aesthetic/political points of view. Between the mid 1960s
and early 1970s, song titles such as Marvin Gaye's "What's Going On," The
Chambers Brothers' "People Get Ready," Aretha Franklin's "Respect," John
Coltrane's "Alabama," James Brown's "Say it Loud (I'm Black and I'm Proud,"
and Archie Shepp's "Attica Blues" suggested the musicians' responses to a climate
of social unrest. Furthermore, the graffiti of the 1970's was an art form created by
the disenfranchised. Using aerosol spray cans to sprawl "tags" or artists' names,
the artists painted elaborate cartoon-inspired images across subway trains and
public buildings. Expressing rebellion, graffiti served as commentary on the gross
inequalities in property ownership and drew public attention to the deplorable living
conditions of the cities (Sholette, 1990).
Economy of Resources. This section will discuss ways that artists
restructure their ideas for the purpose of proposing new, unexplored expressions.
Musical improvising requires the constant rearrangement of limited symbols in
order to maximize the ideas that might be expressed. For example, a musician may
decide to explore the many possible mathematical and interpretive possibilities of a
set number of notes. This might then lead to the notes being rearranged,

intervalically repeated according to certain patterns, altered through tonal
inflections, or any combination of these and other approaches. One of the elements
of a well-constructed musical statement is the musician's ability to articulate
meaningful ideas while grappling with such constraints.
Koestler (1964) explains this process in terms of the "matrix" and "codes"
applied to coherent thinking: "When you sit in front of the chessboard your code is
the rule of the game determining which moves are permitted, your matrix is the total
of possible choices before you" (p. 41-42). Even with limited resources the
possibilities for variations are immense. Perceiving constantly changing variables
in new ways augments the quantity of choices, and hence, enriches the quality of
the experience. Musician Wayne Shorter articulates this principle in an interview
with music critic Greg Tate (Tate, 1992:270):
Tate: In your music, there's this incredible attention to detail that I consider
almost sculptural.
Shorter: Well, that comes from the idea that you can have a penny without a
million dollars, but you can't have a million dollars without a penny. When I
listen to music, I listen to see if the penny's in there. If the penny's not in
there, it ain't happening.
For many artists, finding the penny is the first step in creatively building on
what is already available to them. We see this principle applied in the way some
artists have enhanced their resources by turning adverse circumstances into avenues
for growth. For example, during slavery, following a major insurrection, the Slave
Codes of 1740 banned the use of drums among African Americans because of the
role that drums played as a vehicle for communicating messages over great
distances. As a result, other instruments assumed the role of percussive
accompaniment for songs and dances. These instruments were homemade,
including cow or sheep hides stretched over cheese boxes, dried cow bones and

jawbones that created a rattling sound, and animal bladders stretched over a gourd
with strings secured over a raised bridge. The use of body percussion, or "patting
juba" was a common way of supplementing drums, as the following description,
found in a personal letter written by Lewis Paine in 1841 indicates:
Someone calls for a fiddle — but if one is not to be found, someone 'pats
juber.' This is done by placing one foot a tittle in advance of the other,
raising the ball of the foot from the ground, and striking it in regular time,
while, in connection, the hands are struck slightly together, and then upon the
thighs. In this way they make the most curious noise, yet in such perfect
order, it furnishes music to dance by.... It is really astonishing to witness the
rapidity of their motions, their accurate time, and the precision of their music
and dance. I have never seen it equaled in my life" (Epstein, 1977:143).
In a letter to writer Langston Hughes in 1925, visual artist Aaron Douglas
expresses the challenge of creating new visual expressions that utilize emotional
resources derived from the Black experience:
Your problem Langston, my problem, no our problem is to conceive,
develop, establish an art era. Not white art painted black.... Let's bare our
arms and plunge them deep deep through laughter, through pain, through
sorrow, through disappointment, into the very depths of the souls of our
people and drag forth material crude, rough, neglected. Then let's sing it,
dance it, write it, paint it. Let's do the impossible. Let's create something
transcendentally material, mystically objective. Earthy. Spiritually earthy.
Dynamic (Powell, 1989:24).
Another expression of this principle of maximizing on limited resources is
in the rearrangement of previously explored styles to create new ones. For
example, in the early 1840s, William Henry Lane made his style of Juba popular
among White audiences, combining lower body movements derived from the Irish
jig with African isolated upper body movements and added rhythmic syncopation
and improvisation to the steps. This form later evolved into tap dancing (Haskins,
1990). Henry Roeland Byrd, known by the name of Professor Longhair,
influenced the styles of many musicians by mixing the African Caribbean rumba,
mambo, and calypso rhythms with African American ones (Shaw, 1978). Pianist

W.C. Handy made use of Cuban rhythms, as demonstrated in his "St. Louis
Blues." During the 1940s, trumpeter Dizzy Gillespie synthesized Afro-Cuban
rhythmic patterns with African American improvisational formats. In the early
1960s, saxophonist John Coltrane explored Indian modes of improvisation. Other
improvisers of that period explored the use of Eastern scales to broaden the
resource base for improvising.
In the 1960s and 1970s, visual artists such as James Phillips through his
contact with Ademola Olugebefola from the Virgin Islands, Skunder Boghasian
from Ethiopia, and his readings of Africanist scholars, explored the boundaries of
strength through the use of symbols. Phillips states, "My work is an endless
search of discovery, reflective thinking and invention based on my ancestral
heritage. These motifs, images and icons are copied, reshaped and integrated into a
contemporary artistic aesthetic" (McKenna, Rozelle, and Wardlaw; 1989:283).
The following two principles address artists' quests for subjective truths
that might enable the uniqueness of their voices to resonate while simultaneously
uplifting the group. The principles will be viewed in the context of solo musical
statements because it seems that the relationship between individuals and groups
may be most easily presented through this particular format. However, the
discussion is not restricted to musical explorations by a soloist and is applicable to
the general group improvisational process.
Definition. Soloing gives each musician room to make a musical statement
that is distinctive, supported by the ensemble, and which emerges from the context
of previously established musical ideas. The ensemble provides a foundation
against which soloists can freely explore themselves, therefore propelling the
exploration. Because the soloist is accountable to the ensemble, the self-imposed

responsibility for applying good judgment in making musical choices is an inherent
expectation. This requires that soloists assert ideas both appropriate to the context
and true to what they unveil through deep and honest introspection.
Defining is a way of asserting a perspective with an attitude of certainty.
For this to happen, the soloist must continually take inventory of musical ground
that has been covered, create ideas that derive from the structural confines of the
composition, and propose possible routes for further investigation in subsequent
solos by other ensemble members. In doing this, each soloist continually redefines
the direction and meaning of the music.
The process of defining may be discerned in many areas of creative
expression. For example, in the visual arts, many African American artists
recognize the need to take responsibility for defining themselves since images used
by mass media and other avenues of visual representation have tended to enforce
myths and stereotypes for the purpose of legitimizing entitlement. W.E.B. DuBois
believed that it was essential for Black artists and communities to develop their own
criteria for evaluating their art. He states: "The ultimate judge has got to be you
and you have got to build yourselves up into that wide judgment, that catholicity of
temper which is going to enable the artist to have his widest choice for freedom"
((McKenna, Rozelle, and Wardlaw; 1989: 58). Dance scholar Brenda Dixon
asserts that this process of defining was critical for dancers such as Katherine
Dunham, who in the 1930s and 1940s made extensive use of African and African
Caribbean heritage and folklore in her choreography. Dixon states:
"Redefinition, reversal, and irony practiced by Afro-Americans are survival
tactics....The United States resists the integration of the Black dancing body
with Eurocentric body codes and, of course, we know that those body codes,
which are based on a ramrod straight torso and articulation of limbs in
relationship to this center, is very different than a technique which is based on
isolations, asymmetry, torso articulation, and of course syncopation,

polyrhythms, and polymeter. That's pretty difficult for a culture to accept
which was based, in its initial premise, on a minimalist Protestant ethic"
(Lewis-Ferguson, 1991:23-24).
Another example of this theme is the visual imagery that emerged during the
Black Power movement of the 1960's and early 1970's, which sought to define the
parameters of identity by raising questions that resounded not only within these
communities but throughout the mainstream art world. As a result, questions such
as those posed by E. Ethelbert Miller (1990) have become paramount in aesthetic
and philosophical considerations. He asks: "Who are our heroes? What is Black
art? What criteria do we use when evaluating it? What is good Black art? Who
should be permitted to judge the work of these artists?" (p. 22). James Clifford
(1990) examines the relationship between commerce and art, focusing on the
history of art collecting by asking: "What criteria validate an authentic cultural or
artistic product? What are the differential values placed on old and new creations?
How are 'antiques,' 'curiosities,' 'art,' 'souvenirs,' 'monuments,' and
'ethnographic artifacts' distinguished at different historical moments and in specific
market conditions?" (p. 145).
Often, in searching for appropriate definitions, there is tension between the
one defining and the community for which s/he is seeking definitions. Sometimes
this tension is in the form of agreement, enabling an ease whereby definitions are
launched. Julien (1992) highlights an excerpt from Ralph Ellison's Invisible Man,
to depict the constructedness of Black identity. In this rhythmic metaphor, the
tension is implied in the urgency of the search, as shown is the following exchange
between a preacher and his congregation:
"Brothers and sisters, my text this morning is the 'Blackness of Blackness"'
And a congregation of voices answered:
"That blackness is most black, brother, most black..."
"In the beginning..."

"At the very start," they cried.
"...there was blackness..."
"Preach it..."
"...and the sun..."
"The sun, Lawd..."
"...was bloody red..."
"Red..."
"Now black is..." the preacher shouted.
"Bloody..."
"I said black is..."
"Preach it, brother..."
"...an' black ain't..."
In this last line, as the preacher establishes the boundaries of his definition,
we can imagine that the group may not be in complete agreement. In defining,
ideas are often steeped in contrasting perspectives. In the case of the musical
soloist, although members of the ensemble may not always agree with the direction
in which the soloist may take his or her musical statement, there is always room for
any member to interject variables that might change the soloist's course. In this
way, there is an inherent agreement to disagree.
An interview between political activist Angela Davis and rap artist Ice Cube
(Appiah and Gates, 1992:179) is an example of a conversation involving dissonant
definitions of identity. Their exchange focuses on the sociopolitical limits and
pitfalls of the lyrical content of rap music. The following is an excerpt from this
interview:
AD: What do you think about all the efforts over the years to transform the
language we use to refer to ourselves as black people and specifically as black
women? I remember when we began to eliminate the word 'Negro' from our
vocabulary....I didn't know then why it made me feel so uncomfortable, but
later I realized that 'Negro' was virtually synonymous with the word 'slave.'
Although the word "Negro" is Spanish for the color black, its usage in
English has always implied racial inferiority...."Negro was just another way
of saying 'nigger'....How do you think progressive African Americans of my
generation feel when we hear all over again - especially in hip hop culture 'nigger, nigger, nigger'? How do you think black feminists like myself and
younger women as well respond to the word 'bitch'?

IC: The language of the streets is the only language I can use to communicate
with the streets. You have to build people up. You have to get under them
and then lift. You know all of this pulling from on top ain't working. So we
have to take the language of the streets, tell the kids about the situation, tell
them what's really going on. Because some kids are blind to what they are
doing, to their own actions.... Nothing's going to be done overnight. But
once we start waking them up, opening their eyes, then we can start putting
something in there. If you start putting something in there while their eyes are
closed, that ain't no good.
Though both positions are rooted in strong rationales and convictions, their
agreement to explore differences in a public arena has the potential to move aesthetic
discussions forward. In the realm of visual representation, many African American
critics and artists in their attempts to propose alternative definitions of race and
culture have adamantly objected to images of Black communities portrayed through
the works of contemporary African American filmmakers. For example, Wallace
(1992) concedes that images of women in the popular film Boyz N the Hood
represent them as either "whores" or "good girls," depictions that perpetuate
negative stereotypes of earlier "race films" such as Cabin in the Sky and Stormy
Weather. Wallace also states that neither filmmakers John Singleton nor Spike Lee
"is aware of how gender and race are socially and culturally constructed" (p. 125).
She argues that the filmmakers' female characters are not understood contextually,
which results in flat, simplistic cultural analyses. Jones (1992) expresses a similar
disapproval by stating: "In just the past year, we, as Black women, have been
accused of being too attainable (whores), as in Jungle Fever, being incapable of
parenting, as in Boyz N the Hood, causing unmendable rifts between Black men,
as in New Jack City, and in short, of destroying the Black community. A decade
4

ago, the word "bitch" was generally used, when voiced, to punctuate an extremely
heated argument, or as a last pleading effort to muddy an opponent. Today it is the
word used to define our image in popular media" (p. 97).

Transcendence. The last principle relates to ways that artists surpass the
confines of what appears possible into realms of the seemingly impossible.
Soloists who avail themselves of the possibility of complete absorption experience
the ability to express musical ideas that surpass their own cognitive, technical
abilities. This process entails the total immersion of the human spirit for the
purpose of transformation. One source of this value derives from an understanding
of the spirit/body relationship found in West African Yoruba religion. As
Thompson (1983) states, "To become possessed by the spirit of a Yoruba deity,
which is a formal goal of the religion, is to....capture numinous flowing force
within one's body" (p. 9). African American artistic expressions are steeped in this
metaphysical drive to override natural restrictions in order to affirm their
relationship to a higher order and law.
In the Black church, "catching the spirit" refers to the experience of being
possessed by God's Holy Spirit. The rhythmic "call and response" pattern
established between the preacher's assertions and the congregation's affirmation is
one stage that often precedes this state. Even when only one member catches the
spirit and voices God's message for the church, the congregation is spiritually
available to discern the call and respond to the message. Musician James Brown is
a popular example of how the individual explores the limits of expression yet still
relies on the "witness" or support of the group. His musical arrangements
exemplify this structure, but his overall performance style also models this theme.
Part of Brown's signature is that he is often attended by someone who wipes his
brow and places a cape over his shoulders after a particularly energetic, soul¬
rendering performance. These gestures signal that not only is the soloist highly

respected but that he may venture out and still expect the group to hold him up
based on the merit of his contribution to the overall group experience.
In dance, transcendence is explored, as Sandra Richards (Lewis-Ferguson,
1991) explains, "the moment when the performer goes beyond the rehearsed to an
improvised or spontaneous testing of his/her earthboundness in order to explore the
previously unexplored" (p. 53). An example of this principle is found in the
"shout," a religious dance accompanied by music and requiring intense
concentration by its participants (Southern, 1983). Allen (1867) provides a
description of this dance from a nineteenth century source:
The true 'shout' takes place on Sundays or on 'praise' nights through the
week, and either in the praise-house or in some cabin in which a regular
religious meeting has been held. Very likely more than half the population of
the plantation is gathered together....The benches are pushed back to the wall
when the formal meeting is over, and old and young, men and women...all
stand up in the middle of the floor, and when the spiritual is truck up, begin
first walking and by-and-by shuffling around, one after the other, in a ring.
The foot is hardly taken from the floor, and the progression is mainly due to a
jerking, hitching motion, which agitates the entire shouter, and soon brings
out streams of perspiration (p. 13-14).
The singing accompanying this dance was a repetitive cry that began slowly
and accelerated gradually producing an intense state, with dancers falling to the
ground and others replacing them. Southern (1983) identifies the importance of
the shout as a vehicle for worship and communication with God, with its highest
level reached when the Holy Spirit enters the bodies of the shouters and takes
possession of their souls.
Visual artists such as Leon Renfro, Everald Brown, Bessie Harvey and
many others have sought to explore mystical energy through their work. Harvey
works with found wood, which she believes has a spiritual presence. She states:
"I believe that the whole thing is a gift from God to me because I've always
felt like that the trees and nature...was just of God and that the trees praised
God, and that seeing the faces in the limbs and the roots and all, I know that

it's a gift, a spiritual gift because I can feel the presence of something there
that I could communicate with....He (God) reached out at my lowest point in
life and He gave me what He had put within me where that I could see it, and
so I know that it's a spiritual gift and I do enjoy it and it has changed my life
completely" (McKenna, Rozelle, and Wardlaw; 1989:270).
Intrinsic to this state of transcendence is the metamorphosis of the individual, where
the spirit and body become one and the vision of the individual is crystallized.
African American artists have made significant contributions to American
culture. In the areas of music and dance African American innovations and
interpretations mark many facets of mainstream popular art forms and expressions.
Perhaps to a lesser degree, yet significantly in the recent past, visual arts have also
played a strong part in educating and reflecting the politics and social struggles of
communities.
The impetus for creating music, dance, and visual arts is rooted in a wide
range of social, political, economic, cultural, and spiritual factors. Some values
deemed necessary for successful musical improvisation are also principles that have
operated as conscious and subconscious guidelines in the expression of creativity
across arts disciplines. These include the interaction of cultural styles and
sociopolitical conditions with aesthetic development, the role of the arts as vehicles
for sociopolitical commentary, the innovative restructuring of previous styles to
develop new ones, concerns for forging and clarifying identities, and the
importance of creativity as means of transcending the everyday world in order to
apprehend higher truths.
Although the previous discussion has been organized into four distinct
categories, many, and perhaps most of the selected examples may find their
expression across these categories. Also, though this discussion has focused on
four specific principles, improvising is not limited to these functions. As

saxophonist John Coltrane confirms, "If you ask me [what I'm trying to do], I
might say this today and tomorrow say something entirely different, because there
are many things to do in music" (Simpkins, 1975:151). This attempt to categorize
artistic development in some ways simplifies the complex nature of creativity.
However, it may be helpful as a way of identifying concerns of musicians, dancers,
and visual artists who bring some of these values to their teaching.

Summary
The influence of college and university faculty on the nation's development
and specifically on student learning is undermined by the fact that few African
Americans function in this capacity. Yet, the mission of higher education to
diversify its population is dependent on the inclusion and support of these teachers.
There are many reasons cited as to why the numbers have remained low.
However, the specific scholastic, social, cultural, and financial needs of African
Americans must be addressed if the pipeline is to be strengthened and if attempts at
diversity are to be meaningful and longlasting. In particular, schools must begin to
not only acknowledge that differences in populations exist, but to recognize that
these differences are shaped by a range of social factors that result in specific ways
that students and teachers view the world and interact in it. For African American
artists, factors influencing their knowledge construction include the vast and
profound worldviews that come alive through music, dance, and visual arts. The
literature review has established some topics of concern as well as a framework
through which the experiences and stories of those teachers involved in this study
may be understood.

CHAPTER 3
DESIGN AND METHODOLOGY

Introduction
This chapter, which is in five parts, will give a detailed account of how the
research was undertaken. The first part will reiterate the purpose of the study in
order to provide the necessary focus for the subsequent parts. The second will
discuss the research method, give reasons for subscribing to its use, and a
description of its structure. The third part defines the rights and responsibilities of
the researcher and participants, reports the results of a pilot study, explains criteria
for choosing the participants, and describes the structure of the interviews. The
fourth part of the chapter explains the process of managing and analyzing the data,
and the fifth part will identify relevant interests and biases of the researcher that
have influenced the choice of study and handling of the data.

Reiteration of the Purpose of the Study
The purpose of this study was to understand the experience of African
American musicians, dancers, and visual artists who teach in traditionally White
colleges and universities. There are relatively few African American faculty in
higher education, yet these teachers are vital to the academy for at least the
following two reasons: First, many African American faculty have experienced
discrimination first-hand and may provide insight into some of the necessary
considerations for successfully diversifying traditionally segregated colleges and
universities. Second, those who practice and teach the arts are members of a
culture rich in creative resources that have significantly contributed to the shaping of
American culture. These teachers engage in the important work of developing

students' creativity, which is a crucial component to learning. Identifying personal,
professional, cultural, and social factors that have influenced their development as
artists and teachers, the values that they consider useful for student learning, and
the nature of their interactions with students and colleagues in their respective
institutions may further an appreciation for African American artists' contributions
to educational excellence and equity. The literature review has provided the
groundwork for understanding some of the important issues that have directed
African American efforts towards educational inclusion, sociopolitical
empowerment, and aesthetic expression. This study will examine some of these
issues through the lives of selected teachers.

Research Questions
The study will explore various aspects of the participants' past and present
experiences, as well as their future professional directions and how they view their
work in the context of other aspects of their lives. There are three research
questions that this study will attempt to answer:
1) How do social experiences shape values that African American artists
consider useful for student learning?
This question will be addressed through a focus on the participants' family
backgrounds, economic status, and community involvements; their educational
experiences, which include school environments and opportunities, interactions
with teachers at various stages of their education, the role of mentors, role models,
and other influential people on their development; the nature of the participants'
identities and factors that have contributed to their formation; and conditions and
ideas that have influenced their aesthetic philosophies, artistic expression, and their
teaching.

2) How do teachers feel their schools support or hinder them and their
teaching?
The purpose of this question is to address those conditions at the teachers'
schools that enable them to teach effectively. This will be explored by identifying
their concerns regarding relationships with students, specific needs related to their
curricula, their feelings about educational policies, and interactions within their
respective departments and academic communities.
3) What can traditionally White institutions of higher education learn from
African American artists that might further efforts towards more equitable
educational engagements?
The answer to this question will focus on considering the usefulness of
particular teaching methods and values applied to art, but which might enhance
learning in other areas. It will also review specific experiences and insights from
these teachers that may serve as lessons to schools in developing more efficient
policies and practices in advancing education that affirms diversity.
There are three questions that will guide my exchange with the teachers
participating in this study. The questions are:
1) What is it like for African Americans to teach the arts at the college and
university levels?
2) What is the context of their lives that led them to such teaching?
3) What meaning do they make of their teaching?

Research Methodology
A story is a formula for extracting meaning from chaos, a handful of water we
scoop up to recall an ocean.
John Wideman, 1993:51

The primary research method for this study is phenomenological
interviewing (Seidman, 1991), a qualitative research approach that uses human
experience as a source of data. Webster's Dictionary defines a phenomenon as "any
fact, appearance, etc., as it is apprehended by the senses, in contrast with or in
opposition to the thing in itself." For the purpose of this study, I have interviewed
selected participants at length in order to ascertain specific human constructions
through their reflections and interpretations of events, circumstances, and feelings.
I chose to use this qualitative method because I felt I would acquire the most
thorough understanding of these teachers' experiences by speaking directly to them
about the details of their work including:
• stories about their students, colleagues and program structures
• explanations about social and political values developed through their
relationships with families, communities, and schools
• memories of significant events and people in their lives that have helped
define their notions about creative expression
• feelings about their experience as "minorities" on a "majority" campus
The purpose of accessing this information is to "interpret the actions of individuals
in the social world and the ways in which individuals give meaning to social
phenomena" (Schutz, 1967:11).
Although these areas of concern have guided the general direction of the
interviews, the format of the sessions is relatively unstructured, allowing for the

participants to provide many of the questions and answers (Lincoln and Guba,
1985). As specific topics have emerged, either directly or indirectly articulated by
the participants, I have tried to follow up with questions or responses that might
enable the participants to elaborate further (Seidman, 1991), which has often
allowed them to clarify or reconsider the implications of their statements.
In many ways, the interactive nature of phenomenological interviewing
resembles that of musical improvisation, which has been one of my attractions to it.
For example, the structure of the method allows for a relatively free exploration of
ideas within a pre-established format. My questions and comments are direct
responses to information provided by the participants, but at certain times serve to
establish new avenues for discussion. I have found that one of the most important
factors contributing to the success of the interviews is the mutual agreement that a
study of this type is long overdue, which has been a factor in the largely uninhibited
expression of feelings and thoughts offered by the participants.
Lincoln and Guba (1985) identify advantages of using the human
instrument. Following is a description of some of these, and some of my thoughts
on how these advantages have affected this study:
11 Their ability to respond to personal and environmental cues: The
participants were asked to recall the details of incidents, interactions, living and
working conditions, and to reflect upon, assess, and share emotional responses.
They would often recall the details of accounts that had in many instances been
untapped for long periods of time.
2) Their adaptable abilities for collecting complex information at multiple
levels: The teachers' stories were filtered through a range of complex variables.
By making connections between specific occurrences and issuing their responses to

those incidents, the participants provide information about how particular
circumstances have affected them emotionally, psychologically, professionally,
culturally, and in other ways.
3) Their abilities to project the complexities of these complexities "in one
view": simultaneous functioning within and integration of practical, "objective"
knowledge and experiential "subjective" knowledge: This ability has been useful in
identifying ways that participants have responded to certain situations, and in
realizing that what deems information "objective" is the participant's ability to create
some emotional distance from the situation and reflect upon it. This ability was
most evident when more than one participant responded to similar situations in
different ways, which prompted me to search for factors that might have influenced
these varying perspectives.
4) The immediate ability to process data, generate hypotheses, and test
hypotheses in their created contexts: I tried to find out how the participants formed
certain conclusions and to identify those factors that influenced their actions.
During the course of the interviews, even when I only asked the participants to
provide descriptions, there was a natural tendency to make meaning in the process
of hearing their own stories verbally articulated. The participants would often
process what they were thinking and saying, analyzing and making meaning as the
interview evolved. Even when they did not verbally assess the meaning of a
particular circumstance, the process of hearing their own accounts aloud tended to
direct the focus of their stories.
5) Capabilities for summarizing data on the spot and articulating them for
the purpose of gaining clarification: This includes the ability to instantaneously
recall data experienced anywhere from one day to sixty years ago and give clarity to

it. Often, as the participants spoke, their efforts to make themselves clear resulted
in their confirming, justifying, or questioning the data.
6) Abilities to test the validity and better understand "atypical responses": I
sometimes explored responses that seemed inconsistent or even unreasonable by
drawing the participant's attention to it. Although this did not always result in my
understanding the "atypical" response, it is information that was later useful in
analyzing the data.

Rights and Responsibilities of the Participants and Interviewer
Each participant has signed a written contract explaining the purpose of the
study, and the rights and responsibilities granted to the participants and the
interviewer. Appendix A is a copy of this contract.
They had the right to withdraw from the study any time before completing
the three interviews, and to withdraw their consent to have specific excerpts used if
specified by the end of the interview series. I edited each participant's interviews
into a profile, which they had the right to read in order to confirm that I had
correctly conveyed and interpreted their words. Each, with the exception of one
person, chose a pseudonym that will be used throughout the study in order to
secure their anonymity. The one exception insisted that her real name as well as
those of people to whom she referred be used. She felt that identifying and
accrediting specific people is paramount to the credibility of her story and the future
value of the data.
I have selected pseudonyms for their schools and for people to whom they
have referred during the interviews. I have reserved the right to analyze the data
and draw my own conclusions. The contract states that data from their interviews
may be used in journal articles or presentations, and that I may wish to write a book

on the results of my dissertation research. The participants agreed to make no
financial claims for the use of the materials in the interviews. If I want to use any
materials not consistent with these terms I will ask for their additional written
consent.

Pilot Study
I conducted a pilot study in order to assess three concerns of this study:

1)

the validity of studying African American artists who teach, specifically with
regard to how they may advance the development of multicultural education; 2) the
feasibility of addressing creativity across arts disciplines; and 3) the appropriateness
of the selected methodology for this inquiry.
I chose to interview three teachers based on their representing the three arts
forms encompassed in this study. The participants included: Petra, a dancer who
has taught for two years at her present college; Jerry, a musician who has taught
for twenty years at his current institution; and Sadik, a visual artist who has also
taught for twenty years at his school. Petra teaches in a department that focuses
exclusively on teacher training. She has designed a curriculum to help students
understand ways that movement may enhance learning at the elementary and
secondary school levels. Jerry is employed through a music department, with most
of his courses focusing on African American music, although he also teaches a
general twentieth century music course. He teaches in lecture, ensemble
performance, and private lesson formats. Sadik holds positions in both the Art
department, where he teaches hands-on studio courses, and the Afro-American
Studies departments, where he conducts courses related to African American
aesthetics.

I conducted three ninety minute interviews with each participant. The
interview structure was similar for each participant. In the first of the three
sessions, they discussed their backgrounds, including families, education, artistic
development, and any other significant aspects of their lives preceding their current
teaching positions. The second interview focused on the details of their teaching.
In the third interview, they were asked to reflect on the meaning and significance of
past and present activities, relationships, academic and artistic endeavors, and other
pertinent areas of their lives.
Each participant was encouraged to analyze their own stories and to place
them in a context that might enable them to project their future plans, changes they
consider important that they would like to make in their teaching, or other insights
that they may have had. (Details of this interview structure will be explained further
in the part of this chapter entitled Interview Structure and Content.! The interviews
with Petra and Jerry were held in their offices at their schools. Sadik's interviews
were conducted at his art studio in his home. Jerry and Sadik both teach at the
same school, which is a major research university. Petra formerly taught dance at
this university for ten years but is presently a faculty member at a small college
located on the outskirts of a major city.
First, as a result of the study, I found that each of the artist/teachers spoke
extensively about their own cultures, those of their students, the part that cultural
issues and considerations play in the development of their pedagogies, and their
relationships with students and colleagues. Petra teaches White students almost
exclusively. She uses African American movement as a way to teach more general
pedagogical principles to her students. She expressed the difficulties of developing
a curriculum and use of language that will avoid presenting this dance form in an

"anthropological" way, feeling that because students view culture from an
intellectual distance, they are often unable to apply relevant values inherent in
African American dance to their own cultural experience.
Jerry teaches African American vocal styles by conducting a gospel choir
and a vocal jazz ensemble. Although he has had African American students in his
workshops to varying degrees over the years, presently, his classes are
predominantly White. He spoke about the challenge of teaching his students correct
interpretations of these styles, stressing that the forms studied in the classroom have
emerged from a specific sociopolitical context experienced by African Americans.
Jerry teaches composition in his twentieth century music course. He stated that
although much of the early African American music was not written, he includes
this music in the context of discussions about composition, and uses these sessions
as an opportunity to address the issue of "legitimacy" proposed through traditional
academic European music studies.
Sadik's students in the art department are almost exclusively White art
majors. In the Afro-American Studies department, his classes are predominantly
White but they attract a considerable African American population as well as other
people of color. In this course, his students' majors range across the academic
disciplines. He expressed resistance to the art department's ethnocentricity and to
his students' "mis-education." He objected to the department's unstated policies
that establish hierarchies of art media within the department, whereby "painting is
above sculpture, but then ceramics is below that, and then jewelry is below that."
He felt that these attitudes are an extension of ways schools prioritize academic
studies by, for example, giving preferential treatment to the science department over
the art department, thereby enforcing the notion that "culture is less important than

science," which also reflects and promotes social priorities and discriminatory
practices within society. He felt that many of his students attend his classes in
order to get an alternative view of art history and techniques. Because of the
students' unfamiliarity with African American art, Sadik sometimes faces
skepticism from students who insist that he document his assertions. Each of the
participants expressed the importance of broadening students' definitions of culture
by encouraging them to expand their knowledge of world art forms, and to
understand their own cultural perspectives in relation to those of others.
In reference to the feasibility of examining creativity across the fields of
music, dance, and visual arts, I found that there were some common concerns that
influenced these teachers' interests in creative expression. Each spoke about the
difficulty of developing their students' abilities to express originality. This level of
creativity was articulated by the dancer as "identity," by the musician as "voice,"
and by the visual artist as "vision." All three teachers described techniques that they
use to exercise this ability in their art forms. Moreover, the broader discussion of
creativity outside the realm of ar* evoked passionate responses from each
participant. During the interview sessions, they expressed a strong desire to
explore the implications of self expression as a social value.
As a result of the pilot study, I concluded that in-depth interviewing is a
suitable method for conducting the proposed study. Rather than approaching the
participants with predetermined questions, this format enabled the teachers'
thoughts and statements to frame further inquiry, thereby avoiding assumptions on
my part. It also allowed the participant to select for discussion those topics that
they felt deserved consideration. Although there are particular interests that I had as
a researcher, I was able to address these within the context of issues that they

raised. Each of the participants expressed a desire to know more about the
responses of the others, and anticipate the results of this study. This suggests that
giving careful attention to the concerns of cultural voices that have historically been
silenced by providing a format for them to tell their stories might benefit not only
other researchers and scholars, but other teachers and artists as well.
The pilot study was helpful in determining the above concerns. It was also
useful in guiding the outline of the literature review because as specific topics
emerge from the interviews, the literature continued to evolve. Likewise, in
developing the literature review, I identified issues that have helped direct my line
of questioning to the other participants.

The Selection of Participants
For suggestions on artists/teachers to interview, I initially relied on
references and recommendations from the three participants that I interviewed for
my pilot study as well as from colleagues in the arts and arts education fields.
Nearly everyone with whom I spoke suggested additional sources. Some of these
have been useful and appropriate for the study. I also approached some of the
suggested participants who did not fit the criteria for the study, as African American
artists who teach in traditionally White institutions, for assistance in identifying
suitable interviewees.
I did not select the participants based on the type of institution, or
departments in which they teach, their level of education, teaching experience, their
geographic origin, or nationalities of their families. I did attempt to maintain a
balance between professors who are full-time employees and those artists who
teach part-time in the capacity of artist-in-residence and adjunct faculty. I
specifically chose to interview faculty who were not very public figures in the arts

field. After one such session with a participant who had been interviewed often, I
sensed that his responses were automatic, which detracted from the honesty and
flow in our interaction I had hoped to establish. However, it became increasingly
clear that most of the part-time artists, even if they had not received a great deal of
public attention, were hired based on their stature as practitioners in their respective
arts fields. The range of backgrounds, teaching, and artistic experiences is fairly
extensive, as the presentation of the data throughout the next four chapters
indicates.
The participants include four musicians, five dancers and three visual
artists. All of the teachers, except one who works part-time in a two-year college,
teach at four-year institutions. The types of institutions and departmental contexts
vary, including large and small state and private schools, research and teaching
institutions, teacher training programs, African American studies, music, art,
dance, education, and anthropology departments. Their teaching experience ranges
from seven to forty years. All were born in the U.S., except one male dancer who
was born in Jamaica, W.I., but migrated to the U.S. almost twenty-five years ago.
The national origins of the participants' families include the southern and midwest
U.S., Barbados, Panama, Jamaica, Grenada, the Virgin Islands, and Trinidad. All
of the participants have been practitioners in their respective arts fields. Ten have
focused, at various points in their lives and to varying degrees, at establishing
careers in their arts fields. Seven of the teachers currently perform or exhibit their
work on a regular basis. Five of the twelve have full professor status. The
positions of the other six include visiting lecturer, associate professor, assistant
professor, adjunct faculty and artist in residence. Three participants teach in more
than one institution during the academic year. Two of these three negotiate their

contracts on a yearly basis. The academic degrees held by the participants include
five Ph.D.s, two M.F.A.s, one M.Ed., two M.A.s, one B.A., and one high school
diploma.

Participant Access
I established contact with each of the participants by telephone. One of
them was a woman with whom I have performed over the past ten years. I
intentionally avoided interviewing friends because I did not want to enter the
conversations with preconceptions and shared understandings that might hinder a
more clear and emotionally unencumbered line of questioning and responding.
However, in her case, a recent bout with cancer and her expressed difficulties and
insights about teaching made me feel that her story would be particularly urgent and
meaningful to both of us, and to the study. I was acquainted with three of the other
participants prior to the interviews, although we had had limited and usually formal
interactions. I had met two of the participants briefly before contacting them, and
six were suggested to me as possible participants, to whom I introduced myself and
established initial contact by telephone. In the case of these five teachers, I
explained the nature of the study and found that in each instance when I mentioned
that I was African American, their responses became more animated, which always
led to our discussing the need to make this type of research available to the public.
Without exception, each of the twelve participants was especially responsive to the
suggestion that traditionally White colleges might have something to learn from
their experience, a sentiment that we all felt was overdue in research about African
Americans, but especially regarding artists' perspectives.

Interview Structure and Content
The structure of the interviews was primarily based on guidelines suggested
by Seidman (1991). I conducted three ninety minute sessions with each participant,
attempting to allow one week between each participant's three sessions. The
purpose of this time lapse was to give the participants sufficient distance from their
previous sessions so that they could reflect on their statements and prepare for the
upcoming session, yet avoid any lengthy gaps that might interrupt the continuity of
the sessions. Although this was my objective, two of the participants' interviews
occurred within a period of six weeks, and two of the participants' interviews
occurred within a three day period due to their inability to schedule otherwise.
The first interview session focused on the participants' background
including significant information about their families and home environments;
stories about their educational experiences, including school environments, teachers
and classmates they remembered; involvements in social, political, religious, and
artistic activities within and outside their communities; and circumstances
surrounding their development as artists. The purpose was to gain a sense of the
various components that have helped construct their knowledge and identities as
African Americans, artists, and educators.
The second interview focused on the details of what it is like for the artists
to teach at their respective institutions. I asked them to describe a day at their
schools and provide accounts of their transactions with students, colleagues, and
the administration. They were encouraged to consider issues such as their teaching
expectations and objectives, and their reasons for upholding certain ideas about
student learning. In this session, we explored some of the complexities of being an

African American in their respective schools as it affects their functioning on a daily
basis.
In the third interview, I encouraged the teachers to reflect on what their past
and present experiences mean to them. This gave them a chance to thoughtfully
consider the implications of their experiences, assess the validity of their values and
expectations, project personal and professional aspirations; and consider the
significance of teaching and its relationship to their work as artists.
I held all of the interview sessions at locations that the participants and I
agreed would enable us to speak freely and without interruption. As a result, the
interviews were conducted at my office, their offices, or their work studios,
depending on the time and date of the sessions and the available privacy.

Data Management
Taped interviews served as the primary data sources for this study. I
recorded each of the interviews on ninety minute audio cassettes. Following each
series of three interviews with each participant, someone whom I chose based on
her familiarity with this methodology transcribed the tapes, and I explained the
importance of keeping all information from the interviews confidential. Also, the
use of pseudonyms chosen by the participants has hopefully enabled them to
discuss difficult or confidential issues with greater ease.
I had the transcripts put on computer disks in order to edit the data
efficiently. After obtaining transcripts for each interview, I read the words of the
participants while listening to the tapes in order to check the accuracy of the
transcriptions. This also enabled me to make any necessary notes about significant
reactions or exchanges that occurred during the interviews, such as non-verbal

signals or distractions that may have affected the flow or might affect the
interpretation of the interviews.
My secondary data source was a journal. The reason for keeping a journal
was to maintain an ongoing account of my interactions with the participants before,
during and after each interview, and to document my thoughts about aspect of this
study I might later want to consider at the stage of analysis. The journal has also
been helpful in reminding me about interview techniques or approaches that were
successful, as well as areas that I may have overlooked in particular interviews, but
that I might cover in others.
I returned to the journal when analyzing the data in order to recall some of
the important comments that participants made before and after the actual interview,
notations that I made about participants' personalities, the dynamics of our
relationships, or any significant comments or reactions by them. For example, I
wanted to capture particular nuances in speech patterns that accurately portrayed the
participants' voices and personality traits. This is very difficult with written
material, and I also found it especially challenging in that some of the participants
often shifted from a more formal "standard" English to Black vernacular, such as
terminology, rhythmic and tonal patterns. I felt that it was important to maintain the
uniqueness of each of their voices because it lends to the overall dynamics and
interpretation of their accounts. The journal was also helpful in monitoring my
growth. Reflecting on my ideas documented at various stages of the study proved
to be helpful in reporting the results of the study.
I first read through each of the transcripts, marking passages that caught my
interest. Although I found myself attracted to passages that related in some way to
my research questions and areas covered in the literature review, Seidman (1991)

observes that there is a tendency to impose meaning at this stage of handling the
data, but that the researcher should avoid intentionally engaging in any formal
analysis so that the process of marking passages will be relatively free of
preconceptions. Reading through the data, I selected passages that were distinctive.
For example, some were significant moments in the interview when the participant
provided clarity on a previous idea, some were colorful, detailed accounts, and
others were simply sections that aroused my curiosity. I inevitably discovered
accounts that I hadn't previously considered meaningful, but that I was able to use
at later stages. Although I began to see some recurring topics among the
interviews, I did not formally identify them until I had completed marking each
transcription. Working with the hard copies of the interviews at this stage gave me
greater flexibility in making cross references later in the analysis and presentation of
the data.

Data Analysis
After marking the passages, I read through those selected excerpts and
labeled them according to topics. I used numerous labels at this stage of the
analysis. Many of them overlapped, which resulted in my applying subtopics in
order to distinguish them from each other. For example, I categorized information
that referred to families according to the nature of the accounts, such as
family:values; family:education; family:race; familyrclass; and family:support.
Other examples of topics and subtopics are: studentsxreativity; students xulture;
academic environment:salary; and academic environmentxolleagues. I applied
approximately thirty combinations of topics and subtopics to the data. After the
labeling, I read through the interviews again, adding to and deleting parts of the
selected passages, and sometimes changing their labels. I also began making notes

about common themes among the participants and significant ideas that I might later
want to explore in presenting the data.
After carefully studying the passages I had labeled, I reviewed my research
questions in order to direct how I might present what appeared to be an enormous
amount of data. Focusing on the research questions helped to clarify how I would
use selected passages. It enabled me to work with passages that were of interest to
me but had not fit into any specific category. I also found that some of the material
I had labeled, which were initially interesting to me, did not pertain to my research
questions. Files were made for that particular body of data, and much of it has
been used in the epilogue to this study. I identified common themes, then reviewed
the transcriptions again, to better understand the nature and parameters of the
themes. I created computer files for each theme and placed data from the labeled
passages into the files. As a result, each file consisted of data with topics and
subtopics from my initial labeling. Reading through each file a few more times
helped me to determine the organization for the themes that I have presented in
chapters five through seven.
Some of the ideas expressed by researchers relating to the process of
constructing stories were helpful as I edited and presented the excerpts and profiles.
Carter (1993), Gudmundsdottir (1991), and Elbaz (1991) describe stories as
constructions that communicate experience and give particular events meaning.
Presenting the data affirmed my responsibility for selecting, omitting, interpreting,
highlighting, and generally, bringing each participant center-stage.
Although I have paraphrased and summarized certain information, I chose
to present most of the teachers' accounts in their own words because I wanted to
create an intimacy between the participants and the reader. When I refer to them in

the third person singular tense it is essentially to interweave their voices or offer
commentary on how their accounts fit into my analysis. Scholes (1981) offers a
valuable description of "story" as "a narrative with a certain very special syntactic
structure (beginning-middle-end or situation-transformation-situation) and with a
subject matter which allows for or encourages the projection of human values upon
this material" (p.206). Even in presenting portions of their stories, creating this
effect required that I function as the secondary storyteller (Connelly and Clandinin,
1990; Peshkin, 1985). Although the interviews covered past, present, and future
areas of discussion sequentially, the participants' accounts did not always follow
this systematic pattern. The process of editing allowed me to focus on the unique
qualities of each personality and sculpt excerpts that would most accurately
communicate the essence of their characters and the heart of their messages. As
Carter (1993) states, "In constructing stories...authors attempt to convey their
intentions by selecting incidents and details, arranging time and sequence, and
employing a variety of codes and conventions that exist in a culture" (p. 6).
It was important to display the range of experiences expressed by these
teachers. In order to do this effectively I have presented accounts by the
participants that exhibit both similarities and variations in their family and
educational backgrounds, sociopolitical values, teaching styles, artistic professions,
and experiences at their schools. I have also selected accounts that most clearly
convey the participants' personalities and that provide for compelling reading.

Researcher Interests and Biases
My personal interests and biases are crucial to this study. I have identified
three personal standpoints that have influenced my choice of research topic and that
bear on my approach to this study. First, I am a violinist, vocalist, and composer.

I began my training at the age of eight in the area of European classical music,
studying privately in New York City public schools and in college for a total of
twelve years. Although I was a skilled musician and loved performing, I felt that
the process of learning music was unnecessarily competitive, and had been reduced
to routine exercises. During my senior year at the High School of Music and Art in
New York City, I heard about a teacher, Yusef Lateef, who was introducing
"classical" music students to music from other cultures. I was fascinated. Also
during that year, I became immersed in saxophonist John Coltrane's musical
explorations and would sit for hours at home trying to emulate on my violin what I
heard him playing on recordings.
As an undergraduate, I studied for two years at the Beirut College for
Women in Lebanon, during which time I traveled extensively throughout the
Middle East. This was followed by a trimester abroad in Nantes, France at the
Institute of European Studies. Through these experiences, I was introduced to new
worlds of music. I began to wonder if there was some way to continue with my
music studies while exercising my strong desire to improvise and experiment with
the new sounds I was hearing. I slowly found mentors and situations that enabled
me to grow in those areas.
Over the years as I continued performing, I found myself teaching in order
to supplement my income. Although many of my students expressed interested in
learning to play "jazz," I did not consider myself an expert in this or any other
specific musical style, and more of an explorer in the area of fusing and
experimenting with forms. Teaching the mechanics of music was secondary to
what I considered most essential, which was exploring approaches that might assist
students in unraveling and tapping their unique expressive potential. Viewing my

stylistic approach to music as a direct result of inner exploration and of my unique
personal experiences, I realized that the creativity I sought in music was no
different from the honesty and clarity that I valued in my non-musical activities and
relationships.
As a result of this realization I have often asked myself such questions as:
"How do the various facets of my own make-up affect what, why, how, and who I
desire to teach?" "What is the relationship between what I know and what I do?"
"How can my musical creativity serve as a barometer of growth in other avenues of
my life?" My answers constantly shift and refocus as I develop and exchange ideas
with other artists. My interest in this study has evolved from a desire to understand
how other artist/teachers approach the challenge of selecting and communicating
their wisdom, philosophies, guidelines, or practical information with others, and
criteria for their decisions in the process of developing student creativity.
The second factor that has influenced the choice of study is articulated in a
sentiment by Sheila J. Nickson (1982) who states, "If we are to become the
initiators and custodians of our own future, statistical studies and research projects
by blacks, about blacks are essential." I view my point of cultural reference as
multiple and therefore complex. As an African American of Puerto Rican and
Jamaican heritage, I am aware that my identity has evolved through various stages.
However, race continues to be a major factor in my self definition. Although I
recognize that various Caribbean Indian, European, and African heritages constitute
my ethnicity, I self identify and am identified by others as "Black." It is this racial
codification that has restricted my entrance into particular doors of opportunity, yet,
it is also this group membership that affords me the privilege of first-hand
involvement in a purposeful struggle for social justice and freedom. I nevertheless

seek to avoid romanticized visions of a uniform, homogeneous African American
community, and am therefore attracted to the focus on the individual afforded by
phenomenological interviewing. Because of my personal investment in the study as
an African American artist and educator, I am aware of the degree to which the
contributions of this population to American culture have been discredited. I feel a
strong sense of responsibility to preserve the dignity and integrity of the participants
and to provide a format for them to experience the success that accompanies
meaningful contributions toward scholarly research.
The third aspect of my identity that affects my interests and may effectively
guide my biases is my Christian beliefs. Rectifying my experience with and
perception of an oppressive social authority with that of a benevolent spiritual
authority has always posed an obstacle for me. In particular, pursuing studies in
reference to causes and effects of discrimination signals potential pitfalls for my
spirit, in that channeling my anger regarding inhumanities is an ongoing challenge.
However, I have found my emotional and psychological safeguard articulated in the
biblical verse "Be angry but do not sin." In this case the "sin" is any destructive
passions that might separate me from the ability to love unconditionally, and to
labor for the benefit of the oppressed and oppressors alike. Although the degree of
discrimination that underlies and pervades the need for this study is monumental, I
seek to contribute research in the spirit of "love," a commitment directed towards
meaningful action for the common good. Essentially, this requires that I submit to
a spiritual ethic and obligation that surpasses personal resentments and morally
grafts humanity to God, or the "branches" to the "vine" (John 15; N.I.V. Bible).
It is this understanding of spiritual authority that gives meaning to and drives my
social commitments.

CHAPTER 4
THE PARTICIPANTS

Introduction
The data will be presented and analyzed throughout the next four chapters.
This chapter offers brief descriptions of each participant, which will provide a
general sense of their backgrounds and current faculty status at their schools. This
information is presented here so that as I refer to the twelve participants in the
course of the following chapters, the reader may use the descriptions to reacquaint
themselves with them.

Mariah
Mariah is a visual artist. Bom in New Jersey, she and her brother were
raised by their father and maternal grandmother after her mother died from cancer
when Mariah was two years old. She became interested in drawing at an early age
and moved to New York City while in her twenties to attend an art institute. Soon
after arriving in New York, Mariah moved into an artist cooperative building,
where she still lives. Her two-story apartment is filled with her charcoal drawings
that range from literal to more expressionistic styles, and document many years of
hard work. Mariah has received public recognition for her art in the form of major
gallery exhibitions, public and private commissions, and foundation support. She
has been a resident artist at various colleges but spoke about her most recent
teaching at an art institute in New York City, where she states that about eighty
percent of her students are White, ten percent are Asian, and the remaining ten
percent are Hispanic and Black. The mother of a teenage boy, Mariah has a warm
manner and subtle, but engaging sense of humor.

Jerry
Jerry is a fifty year old musician, bom and raised in a small town in Florida.
One of seven children, he grew up in a strict home and was involved almost
exclusively in church activities during his adolescent years. His family were
members of the Pentecostal denomination during the inception of the Black
Pentecostal movement at the turn of the century. Most of his early performing was
for church services, where he and his brother developed a music ministry and made
several recordings. Raised in a low-income community, Jerry's mother completed
sixth grade, and "literally lived for her children and for the church." His father,
who was a preacher, had a ninth grade education. Jerry's educational aspirations
were welcomed and supported by his family. Although he does not perform very
much anymore, Jerry conducts a vocal ensemble at a large state university in
Massachusetts. A full-time, tenured professor, his teaching load includes vocal
music courses, historical surveys, as well as private lessons. Jerry's manner is
formal, and his statements articulate.

Winston
Winston is a forty-seven year old dancer who was born in Jamaica, West
Indies and came to the United States in his early twenties. He grew up in a strict
home environment, and was raised by his mother, aunts and grandmother. His
interest in dance was sparked one day on his way to school. He recalled, "I peeked
through the hedge and I saw all these people, mostly girls, dressed in all this black
and walking through the gates with these little soft shoes in their hands.... And I
would see them dancing and hearing this piano music.... It was the Fire Dance
they were dancing. And they were pretending to be the fire. And I was just

absolutely blown away. I'd never seen anything like that before." Winston has a
meticulous, contained posture and has worked hard to overcome emotional
constraints placed on him by his family as a child. He has a Master's degree in
dance and is a part-time faculty member at a University in New York City. His
statements reflect the careful thought he's given to issues regarding the relationship
of dance to holistic development.

Alois
Alois is a thirty-nine year-old dancer from Long Island, who has lived in
New York City for nearly fifteen years. She speaks quickly and unabashedly about
an estranged relationship with her parents, painful memories of rapes, the
confusion of early sexual relationships, and the challenges of becoming a mother at
the age of fourteen. Relying on dance as a source of refuge and healing, she states,
"My life and my safety net has been through movement and music." Alois's
grandfather moved from Panama to Long Island, where he built cement houses and
helped developed a town where African American domestic workers could buy
homes and commute to their jobs. One of the streets in the town is named after
him. Alois has an M.F. A. degree and commutes once a week to Connecticut,
where she teaches dance at a university through the African American Studies
department. Virtually all of her students are White, from middle to upper income
backgrounds. Her teaching focuses on a wide range of Black dance styles, which
reflects her own performance interests and active career centered around educating
audiences to the historical significance of Black dance.

Rufus
Rufus, a forty year old musician, was bom in Washington D.C and raised
in New York, where he has spent most of his adult life. His father, a minister in
the African Methodist Episcopal Zion church, was a graduate of Rutgers University
and Union Seminary. Rufus' mother has a master's degree and taught special
education when he was growing up. His music studies began in the fourth grade
on the alto saxophone. He recalled the details of meeting Duke Ellington and his
band, who once played at Rufus' church's Sunday service when he was thirteen
years old: "It was really [an] unbelievable experience.... It was swinging and they
looked great, and drums and groove and harmony and melody and creativity and
cosmopolitan and global and spiritual at the same time." Married, with two young
children, Rufus is an artist-in-residence at a Connecticut university, where his
teaching focuses on African American music in the context of other world music.
He remains active as a performer, recording artist, and composer. Rufus fluctuates
between guarded responses about his personal life and pointed, emphatic assertions
about the richness of African American culture.

Petra
Petra is thirty-seven years old and was bom in Alabama. She is a fourth
generation teacher on her mother's side of the family, and was trained as a dancer
from an early age. After moving to New York, her mother received a doctoral
degree from Columbia University while Petra was still very young. Many of her
teachers, whom Petra describes as "bohemian, avant garde kind of people" came
out of the progressive era of modem dance. During her early public school
education, she was the only Black student in a predominantly upper middle class
Jewish school. She speaks of her education as having afforded her the benefit of "a

sensibility that comes through privilege to experiment and to open your mind."
Petra identifies her teaching as a "calling" and expresses a strong commitment to
guiding her students' creativity. She began her current teaching at a small teacher
training college in Massachusetts two years ago, but prior to this position served for
ten years as a faculty member in the African American Studies department at a large
Massachusetts university. Petra speaks confidently and carefully. Her deliberate
choice of words suggests her strength as a self-reflective and critical thinker.

Cindy
A forty-one year old composer and flutist, Cindy is from Tennessee. The
only child of a poor family, she was encouraged to pursue her education and her
desire to play music. She and her parents lived in the back of a grocery store that
they owned and ran. Starting flute lessons in the fourth grade where she played in
the school orchestra, Cindy later received a scholarship to an independent boarding
school in Vermont and continued her music studies there. During college, she
traveled throughout Africa as an exchange student, performing with a band
comprised of African and African American musicians. She later married the
saxophone player. Cindy has a doctorate in music and teaches at a small, young,
experimental college in Massachusetts. Through her teaching, she stresses the need
for students to experience many types of music and to develop skills and
approaches that will help them in their ability to improvise. Cindy is a lean,
carefully dressed woman with a soft-spoken, polite, and almost shy demeanor.
Her responses are sometimes hesitant and always modest.

Paige
A visual artist from a small town in Georgia, Paige is sixty years old and is from a
poor family of eleven children. His father was a cabinetmaker who worked at night
cleaning offices and stoking the furnaces of some of the town buildings. Paige's
mother "did something called 'taking in washing.' In other words, she washed
clothes for White people." His parents encouraged his desire to be an artist. Paige
was as an architectural designer early in his career, then established his own
advertising agency. Strong-willed and highly motivated, Paige refers to his role at
the small, Massachusetts college where he presently works in the following way:
"We have three major Blacks and one of them is assistant to the president of the
college. The other one is the director of visual and performing arts. And the other
one is an artist in residence. And all three of those are me." Paige
has a wide emotional range and is generous with his stories. He occasionally
prefaces his accounts by saying that he's not sure where his remarks are leading.
However, he follows his hunches and inevitably comes to rest at insightful points.

Clarissa
A fifty-three year old dancer, Clarissa was born in Harlem and raised in the
Bronx in New York City. Her father had an eighth grade education and owned a
restaurant, and her mother graduated from Clark University and played the piano.
Clarissa's early interest in music was supported by her family, who stressed that
"education is the tool for upward mobility." She attended a junior high preparatory
school with the aid of a scholarship, where most of her classmates were White.
Clarissa married a doctor after her first year at a Black college and has raised three
children. As an older student, she pursued an earlier interest in African Caribbean
dance, which she presently teaches. Clarissa has a Ph.D. in Anthropology and

teaches Afro-Cuban dance at a women's college. She has a very youthful, poised
presence, dresses in vibrant colors and flowing garments, and spoke at length about
her social isolation as a Black faculty member.

Sadik
In his mid fifties, Sadik is a painter who teaches art at a school in
Massachusetts. Born and raised in New York City, he remembers being interested
in art from as early as the first grade when he and a friend would draw on the street,
then "go in the building and go on the dumb waiter system and look down" to see
what they had drawn. Sadik's grandmother, who spoke most reverently about
"Marcus Garvey, Joe Louis and Jesus Christ," was from the Virgin Islands. She
encouraged his talents by saying, "If you don't use it, it'll evaporate on you. And
if you use it incorrectly the same thing will happen too." Sadik credits his
membership to an arts collective that flourished during the Black Power era of the
1960's to having shaped his aesthetic and political values about his social
responsibilities as an African American artists. His painting style is distinctive,
colorful, and often portrays images of prominent African American figures. He has
been teaching at the same school for twenty years, and speaks about the importance
of making students aware of the secondary status projected on the arts within
various social and academic arenas, and about the history of Black visual arts.
i

Sadik dresses with a flair. His manner is casual, and the rhythmic inflection of his
voice delivers responses in a curt, matter-of-fact way.

Nduma
Saxophonist and composer Nduma is sixty-three years old and was born in
Texas. He was raised in a small, tightly knit African American community. His

family and the teachers from his schools all attended the same church, which
enabled parents to stay informed about their children's education. Nduma's early
passion for music was supported at home and in the classroom, and he quickly
moved through grade school and high school, graduating from college and taking
his first college teaching position at the age of nineteen. He is a tenured professor
of music and the director of a major arts center at a university in Massachusetts.
His values in the classroom are rooted in the care and nurturing that he
acknowledges as necessary for student growth. Nduma has a formal, but inviting
manner that welcomes discourse. He expresses high ethical standards and speaks
gently but self-assuredly about philosophical and pragmatic issues of race and
culture affecting this society.

Patti
Patti, age forty-three, was bom and raised in New York City. An only child, both
of Patti's parents were involved in the arts and supported her desire to dance. Her
father, a first generation American whose parents were from Panama and one of the
first Black families to move to Harlem at the turn of the century, was a graduate of
Massachusetts Institute of Technology and went to law school, although he never
practiced law. Her mother, a first generation American of Jamaican descent,
received a visual arts scholarship to the Sorbonne in Paris and sang briefly with
Count Basie's band. Patti received formal dance training in the Graham technique
and integrates modem movement with thematic material that draws on African
American sociopolitical issues. Her most recent teaching was at a college that
offered her a two-year visiting lecturer position. Battling breast cancer, she took a
leave of absence after a year and a half and underwent surgery, but insisted on
returning to complete her half-year while recovering. A dedicated and loving

teacher, Patti's words and emotions reflect the complexities of her perception of her
role in the classroom. She views herself as a source of creative nurturing for her
students, who are almost all White, but also articulates an intense and
uncompromised social commitment to Black communities.

CHAPTER 5
INFLUENCES ON IDENTITIES

Introduction
Following is an explanation of how the data will be analyzed. Chapter five
is in three parts. The first part will review some of the significant people,
conditions, circumstances, and values that have influenced the participants'
development as artists. The second part will examine factors that have shaped their
sociopolitical perspectives. The chapter concludes with a profile of one of the
teachers. The purpose of this chapter is to identify those experiences that have
marked the participants in meaningful ways and influenced important aspects of
their identities. These areas of their development are reviewed in order to discern
those variables that may affect how they function as teachers. Chapter six and
seven will examine the participants' experience as African American teachers of the
arts at TWIs. First, chapter six will discuss values that the participants attempt to
convey to and develop in their students. In chapter seven, some of the conditions,
policies and attitudes within the teachers' schools that they identified as both
supporting and hindering their effectiveness as teachers of the arts will be explored.
Throughout these three chapters, I have presented excerpts that most
effectively represent and address the more common topics that emerged from the
interviews. The purpose of organizing the discussions as I have is to explore some
of the data related to the research questions targeted by the study, which are: 1)
How do social experiences shape values that African American artists consider
useful for student learning? 2) How do teachers feel their schools support or
hinder their teaching? and 3) What can traditionally White institutions of higher
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education learn from African American artists that might further efforts towards
more equitable educational engagements?
These questions have served as guidelines in charting the course of discussion
throughout the next three chapters. However, I will answer the research questions
directly in chapter eight, when summarizing my findings from the study.

Creative Development
The participants spoke about many aspects of their backgrounds that affected
their interests in the arts, their understanding of its place in their lives as young
artists, and their self-perceptions as creative individuals. The construction of their
knowledge occurred through a variety of experiences. This discussion will focus
on the roles that the participants' families, teachers, role models, communities, and
arts organizations have played in the formative stages of their artistic development.

Families
The participants' families represent a wide range of structures, ethnic
cultures, and economic classes. Eleven of the twelve participants explained that
their artistic interests were supported in some way by their families. Some
experienced direct nurturing by parents and other family members. Paige was first
inspired by his father, who had skills that he used for the benefit of his children:
[M]y father was a cabinetmaker. He made these wonderful toys out of wood
for us. He built this airplane that we could sit on, the Spirit of St. Louis.
That was wonderful. It was a great toy.
Paige's mother presented him with a violin at the age of six, but since his parents
could not afford to have him take formal lessons, they made other arrangements:
[T]hey found this guy called Cup. He's a Black guy that played a cornet.
And he had one eye that was almost white all over. You could see a little bit
of the eyeball through [one], and the other one a little bit more. And he had a
gap in his teeth, and he used to whistle through his teeth and write music
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down. And he took my violin and he took a key and marked the frets across
under so I could learn how to finger it.
Paige's mother often spoke to him about great artists and foreign places, which
intrigued him. Recalling how his parents met, Paige explained where her stories
had come from:
[M]y father told me. Say, "You know when I met your mother I met
her on a ship. I was working on an ocean liner and your mother, just this cute
little black thing was working there too, was traveling around. And from the
time she was twelve years old until the time I married her she was a traveling
mate for rich White folks. She lived in London, in France, in New York.
She never was in Adams County. I didn't even know she lived in Adams
County. Just happened that we was in the same town." He says, "When
[she] came to visit me I said 'What do you want to do?' She said, 'I want to
go to the Met'.... She says, '[I] used to go to the Met and I used to go to the
theater and I used to go-' She started naming all of these people."
That's where the violin came from. That's where all the newspaper
chppings out of magazines [came from].... [Stories about] all the artists that
went to Europe because they couldn't do something here came from her. It
was like subliminal seduction my whole life, and I never knew that it
happened.... She planted it in my food. She planted it in my thought, in my
sleep. She told me the same kind of stories when I went to bed. She made
me believe that a Black person could be an artist.
Like Paige, Mariah lived in an African American section of her town and
was very poor. Her aunt Cecelia, who was "an avid reader," would get books
from the library, read to Mariah and her brother, and encourage her to dream.
Similar to Paige's mother, Mariah's aunt told her about places she had read about,
which peaked Mariah's interest in the world outside her town. Her earliest
exposure to the arts came from her father, who though only had a sixth grade
education, also loved to read:
He liked to read biographies and he loved all kinds of music. He was always
talking about either Billie Holiday or he was playing opera. So we grew up
hearing all kinds of music, especially because he liked opera and because he
liked that whole era with Billie Holiday and the big bands and stuff.
It was Mariah's brother, however, who sparked her desire to create visual art when
she was seven years old:
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My brother used to always draw this man's head, the same thing all
the time. The same man's head. I loved it. Everything to me that he did was
wonderful.... I used to go to him and say, "Michael, draw that man's head."
And he would say, "Okay, okay." He'd always act like "Maybe. All right, all
right." He would draw this same head. I just wanted to watch him. It was
so great! And you know what? One day I went and asked him to do that and
he said "No." He said he would not draw that head, and if I wanted to see it
I'd have to draw it myself. And I said, "I can't!" I said, "You draw it." He
said no. He refused to do it.
So I had to do it myself and I did, made this drawing. And it did not
look like his but it was an incredible thing. It was the moment that I realized
that more than anything the feeling-after I finished I realized what a joy it was
to create. Just to make it. Whatever it looked like I just loved the act of
creating. It was just absolutely wonderful. And I realized then that I could
feel really good making things, drawing. And just sort of become a part of
it.... It was sort of like losing track of time. That was the thing. It was like
realizing that this had happened. That I wasn't totally conscious in a way....
[I]t was joy, you know, a feeling like I could do no wrong. Just moving
things, changing things, moving things, following it and lo and behold, there
was something on this paper. I knew that I loved doing this, and nothing had
affected me in that way before. That I personally did something that would
move me.... And so I didn't say I was an artist. I didn't even say I loved
doing it. I just kept doing it. I did it as much as I could. And my family
loved it. Everything I drew they thought was wonderful. It was absolutely
wonderful.
Mariah's father, who encouraged her to pursue her artistic interests,
developed cancer and died shortly after her high school graduation from an art
institute. His support of her goals came in the form of praise, but most memorably
through a particular incident. In spite of tremendous physical pain due to his
deteriorating condition, Mariah's father insisted on attending her graduation
exercises:
[H]e was very ill that day but he was very nervous that day. But he
was like not showing it. But I knew something was, was-So he had to lay
down at one point. He was very nervous because it was the same day that
Bobby Kennedy's funeral was passing through New York. And all the traffic
was backed up. And my family was gonna get a bus to come here, but they
didn't. They came in cars. My family was stuck. By the time they got here
the whole graduation was over. And the school reconstructed it so that
[laughs], so that my father, so that they could take pictures and they could see
me receive my diploma. They knew about my father. And he was just
holding on.
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Like Mariah, Winston's introduction to creating art was an exhilarating
experience:
You connected with parts of yourself that somehow linked together and just
freed you. You weren't just an ordinary person any more. You could float.
You could fly. You could run. You could fall. That's freedom.
However, that experience held high contrast to what he implied was an emotionally
and physically abusive home environment, where he was "continually under some
kind of lash." In a guarded way, Winston explained his need for the feeling that
dancing provided him:
When you grow up on certain rigid conditions, and when you find an avenue
that allows you to be free and to fly, you're going to gravitate towards it a hell
of a lot.
Alois' relationship with her parents was also strained. They placed her in
dance classes at an early age, and as an adolescent, Alois learned that her parents'
support of her dancing was directly related to her own motivation to pursue her
interests:
We always had to work for anything we got. You know, we were always
encouraged to go into the arts. It was like after they pay for your first two
classes, if you want to go on that meant you had to work to pay for it.... You
had to take responsibility for it. I wanted to drive. They weren't keen on it
and they saw I was gonna do it anyway. [My father] handed me a book on the
engine. "You learn this book. You learn to do with a car, then you can drive
a car."
The participants' families showed their support in a number of ways.
Patti's parents were attentive audience members for her backyard performances as
she used a rake as a prop and made up her own songs and dances. Sadik's
grandmother explained the various, subtle gradations in color as they watched the
sunset from her window. He recalled, "I learned that it wasn't just purple. It was
lavender."
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Petra explained the importance that "naming stories" have had in her family
and the value she places on certain accounts relayed to her by her mother:
I was raised with stories of how I presented myself as a dancer when I was
[pause] a toddler, a small child. My mother tells a story about this...mo vie
strip of me when I was eighteen months old at this May Day celebration in
Tuskegee, where we lived. Where there was a group of people doing this
circle dance. And the movie strip has me...going into the center of the circle
and dancing for all these adults. That's my mother's naming story for how it
was clear to her from that moment on [laughs] who I was and to be.
Her mother's account acquires its value in the context of another unusual "naming
story" that Petra told:
In my mother's family there were five children, [pause] My mother's
family's name is Sanders. And my mother's oldest brother's name was
Christopher Columbus Sanders and he was a mathematician and scientist.
And my mother's oldest sister's name was Florence Nightingale Sanders and
she was a nurse. And my mother's next oldest brother's name was Ralph
Mendelssohn Sanders and he was a composer and a musician. And then my
mother had a brother, a younger brother who's name is Albert Einstein
Sanders. He's like, he's a humanist [laughs] and kind of a philosopher. And
then the rest of them had like names, but they were regular names, but they
were like big names too. They were named after someone or they were made
up names that were outrageous, you know. And I remember always being
conscious of these big names when I was little, and not just the big names but
like Ralph Mendelssohn Sanders, it's like how did he become [laughs] a
musician?
There's this relationship between your name and your becoming
that.... That was a very real thing in my mother's family that you really
become that character, you take it on.... To me it's very much the same as
my mother's story about my dancing and how she kind of named me as a
dancer from that little May dance in Tuskegee [laughs]. I relate to it the same
way. And it's just an incredible mystery to me. I feel bathed and loved by it.
[T]hat whole thing of name-sake is a very powerful form of discipline. It's
kind of self navigated [laughs]. You had something to live up to, something
to measure up to.... Something that you really [pause] internalized I think
most of the time.

Arts Teachers
The participants remembered their arts teachers for a variety of reasons.
Some gave private lessons, while others taught formally through their schools. At
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the age of sixteen, Paige had a teacher who helped him realize the many possible
applications for art:
Miss Rangewood would take magazines, Life magazine, and show me and
said, "Everything you touch, everything you see an artist plays a part in
making it real." And I went "Like how?" [She said], "Well, this radio. An
artist designed the case that it went in. The engineer designed the radio inside
but an artist did it. That car, an artist designed the outside of it, the way it's
shaped. Clothes you wear, an artist designed that. Different kind of artist,
commercial artist. Artists can make a lot of money. Artists make the world
go." And then she talked to me about Roosevelt and the WPA. And nobody
ever talked about that kind of stuff before.
Alois' dance teachers played different roles at various stages of her life. At
the age of twelve, her first teacher exemplified strength and courage. She taught
her classes throughout the duration of a terminal illness and gave Alois, who
became her student teacher, the opportunity to develop leadership skills:
She...chose to die of cancer as opposed to doing radiation. [T]he radiation
was gonna get her so weak that she would not be able to have the patience
with kids to teach. [A]s she got weaker physically and couldn't demonstrate,
I was a demonstrator.... And so I would be up on the box and I remember
she would be in this lawn chair.... [S]he would just talk the class and I
would do everything. Maryanne got sicker and sicker. I learned more and
more about being that leader. In essence it was leadership training.... I had
to take on more because she got weaker. And I don't even remember what
year it was when she did her last concert. And she basically did it from that
lawn chair back stage. She died three weeks later. And I went to the funeral.
She made a decision and she lived it through.
Patti, who attended integrated public schools did not receive the care and
encouragement that she needed as an African American student. She described
what it was like to study dance at her high school.
When I went to Performing Arts [high school] I was 126 pounds.
Part of the [audition] process is they treat you like cattle. They have you turn
all different sides. They're looking at you from both right side and left side,
front side, back side.... And they were sticklers on weight. When I first got
there I was 126 pounds. They just said simply to me, not "hello, how are
you." [They said], "Either you lose 14 pounds in two weeks or you get out."
I had friends that were wrapping themselves in wax paper, very
dangerous, and standing by their furnaces in their houses to melt—sisters,
Black women—to melt the weight off because they were obsessive, because
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that is the nature of the dance mentality. Obsessive about this certain kind of
line and look, which is Eurocentric, no doubt about it.
So I used to go to this ballet class. My mother would be there with
the towel and everything. And this guy, Russian, with the stick, hitting you
and hitting the floor, yelling and screaming and carrying on. I never liked that
way of teaching, but that's all the teachers I ever had. And I said to myself if
I ever become a teacher, I will never ever treat a student the way that I've been
treated by these people.
Many of the participants spoke about overt and subtle forms of
discrimination communicated through the curricula and attitudes of their early
teachers. Mariah told a story about an art history teacher at the art institute she
attended after high school:
I can remember incidents where it was sort of like [pause] mindlessness I
guess in terms of the teacher being unconscious of some of the things she was
saying. For instance, once she said, "You can tell how cultivated a people are
by the colors that they wear. People who are highly developed wear tans and
browns and, and black and subtle colors. And people who are uncivilized
[laughs] wear bright colors. And I'm sitting in the room, I think in something
bright. And everybody looks. In fact I'm the only Black person in this class,
this history class. And everybody looks around and...my friend Nancy's
going like (shrinks) as if she could crawl into her seat. And I'm sorta sitting
there wondering, "She didn't say that." And Miss Melody, this little old
White woman who had this musical voice, just like her name. And here she
was making these remarks, that she felt based on color that you could
distinguish who was civilized and who wasn't. In those days White people
didn't wear colors, but of course they are now finally evolved to a point of
wearing colors. Those things were always looked upon as sort of being
uncouth.
She described other incidents:
We often had Black models and there was one Black man who
modeled for us. And the only way they could see him was as a sort of native
in the jungle kind of costume. Actually he was a dancer and he was sort of
getting up in years. But he had this sort of very wiry body and, you know,
very sinewy physique from being a dancer. He was still in good shape even
though he was an older man. And the teacher really liked that, so I guess in
her mind she was showing off his physique by having him always pose as if
he was throwing a spear. And then what we had to do was build a story
around whatever this pose was. This is part of an illustration class[pause].
Another incident in my painting class.... This woman was a Cuban
woman.... So she's looking at me and she's looking at my painting. And
she said, "Oh, you could have such a future in the art world. But you know,
they're not gonna pay any attention to you. I don't know, maybe you should
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put a bone in your nose and put on a leopard costume and, and then see what
would happen. I bet they would pay some attention."
Now it was so strange to me that she would say this. These are the
years when I was really very shy and quiet.... And I think in her mind she
thought she was giving me some advice that was being helpful. But to me it
was sort of adding on to—actually first of all it was saying that she was
conscious of how racist the art world was. And also she was conscious of
the fact that it would take some kind of gimmick. But I just found it bizarre.
And [pause] and it sounded racist to me too.
Sadik remembers an art class that he took while in college because it helped
him decide that he could no longer accept the way that art was presented as "pure"
and unrelated to other aspects of the artists' life. His teacher showed the class some
of eighteenth century African American artist Joshua Johnson's paintings. Sadik
recalls:
The professor was showing the slides and I raised my hand and said,
"You know, this guy's a Black man." And the professor said, "So?" I said,
"Well I think it's important that he's a Black person because he—" He said,
"No, this is not important that he's a Black person. What is important is that
the work is good." I said, "Well yeah, the work is good. I wouldn't disagree
with that."
But the fact is that I found out that [Joshua Johnson] worked for this
White man in Baltimore. Had a pass to go out on weekends, and during the
day had to be back every night with the money that he earned going around
taking these paintings. He'd take paintings in a push cart and he had the
bodies all done. And he'd go up to this middle class house and he'd try to
find out if they wanted their portrait. And if they wanted their portrait and
there was a mother and two daughters, he’d get the [painting] that had the
frame, the clothing in the background of a mother and two daughters, and
he'd paint the faces in for the mother and two daughters. And that was the
traditional way of doing it back then. And then turn over ninety percent of the
money to this White man who had four other slaves.
[I said], "I think that's very important that this Black man did that. He
said, "No, that's not important at all." I said, "Well, I'm trying to show that
there's Black art and you're saying that that's not important." He said, "No,
that's not important. What are you trying to show, (sarcastically) that there's
a particular brush stroke that a Black person-?" I said, "No, that's not what
I'm trying to show at all. But it is important out of what circumstances a
person is doing what kinds of—" He said, "Well that's Marxism!" Well I
said, "Okay, call me a Marxist."
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Role Models
In addition to family members and arts teachers, the participants identified
other people who contributed to their artistic growth. Some of them served as role
models because they were artists who had achieved stature in their fields. Some
had overcome limitations and proved that pursuing personal dreams and goals was
well worthwhile. Others affecting the participants' creative development in more
general ways by expressing and modeling principles that would later be valuable to
their art and teaching.
Nduma spoke with great admiration about his grandfather, who personified
wisdom and demonstrated to him that formal education was not a criterion for
intelligence:
My grandfather [inspired me] actually. [I]n the sense that he was an illiterate
man.... Couldn't write or read.... He's one of the smartest people I think I
can remember in my life, 'cause he knew how to do everything. Here was a
man who hadn't learned to read. But you're talking about not too far from
slavery. Slavery supposedly ended in 1863 but there's a lingering thing. So
how did he know to do all these things? And a remarkable intelligence, a
remarkable intelligence. He could make bricks, he could lay concrete. When
we needed shoes repaired,...in those days you couldn't buy a lot of shoes so
he'd go and we'd get to McCrory's or whatever, the five and dime. They
sold a kit to fix your shoes. So he could do that, repair shoes. He could do
anything, [pause] Make soft drinks, root beer, all sorts of things.
I guess I've become animated in talking about him because if you even
picked up a broom and started sweeping, he would tell you that you should
sweep this way but then turn it around because he noticed that a broom wore
at a certain edge. So when you keep going the same way, if you didn't do
that, it wouldn't wear evenly. Who thinks of things like that? Who wants to
be bothered with it?.... He cut my hair. He could do anything!....
I remember things that he said and things that he did. The guy's
wisdom. Not alone was he very intelligent, his wisdom--I don't understand it
really. He didn't get it from reading. It's a question of the powers of
observation I believe.... But yes, I remember things that he said....
[CJonsumer advice. He would never use such a word as I think about it now.
He would say, "You realize that you're usually better off buying a new
automobile than a used one because you don't know who used it." I mean it
wasn't a question of how much money it was [laughs]. And he was right.
People were being all off the wall, getting these lemons and everything. And
he said, "You'll end up probably spending more money on repairs than you
would if you go out—whether you pay more or less money for it." Things
like that, his words of wisdom. And I remember my cousin who was about

twelve years old then didn't pay him any attention. And ended up with one of
the lemons [laughs].
So I mean just full of wisdom, full of wisdom. Very imaginative.
One of the most imaginative, creative—I'll just say simply intelligent, 'cause
that's the best word I can think of for him. 'Cause he could do so many
things. And it seems to me paradoxical I guess to talk about one of the most
intelligent people I ever knew couldn't read or write. But it's the truth.
His grandfather's example influenced values that Nduma would later hold in
high regard as a music teacher. Nduma also said that the teachers he remembers
most vividly are people with unusual characters. These teachers modeled the
individuality that he feels is essential to artistic vision. During elementary school, a
teacher who gave very practical advice to his class, in a way similar to Nduma's
grandfather, made an impression on him because he surpassed Nduma's
expectation of his role as an instructor:
I remember a fellow by the name of Mr. Rhodes because he was
eccentric. He had ideas that were seemingly nontraditional. He would get up
and although his subject was geography, I think or civics or something like
that, he would get up in front of the class and talk about, "Well, you realize
people do exactly the wrong thing in terms of showering. In the winter they
get up and take a warm shower." He said we should take a cold shower there
and go out and their pores won't be open. He sort of radicalized ideas.
Nobody thought that way. Things like that sort of stuck with me though.
And I think it's that kind of thing that the unusual just stayed with me.
Ordinary teachers did not last. I don't have the impression, the lingering
impression that I do of these who had something seemly which was contrary
to convention.
Nduma recalled another unusual teacher:
[His] name was Arnold B. Neilson. A very eccentric man [laughs].
Neilson had an impish quality about him. He was an English professor there
at Wendell College. And one time he had only a bachelor's degree....
Neilson made an impression on me because he was one of those brilliant,
brilliant orators. You know, that's an art in itself. A great art.... [H]e was in
great demand to make speeches, all sorts of assemblages all over the place,
anywhere. Because his power of the word. He would make us feel that we
were the greatest thing in the world. You go to one of his assemblies, you
know, and he'd go on. He was a poet laureate to Liberia for instance. So I
was fascinated by him.
Now he was an English teacher, and he taught Beowulf, which I
wasn't particularly fascinated with at all. And his classes, he'd talk a little bit
about Beowulf but most of the time as I can recall was spent on spelling and
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grammar [laughs].... And Beowulf was just like, "Oh yeah, that's there too."
He really didn't dwell on Beowulf [laughs]. And I didn't find Beowulf
particularly interesting, and I don't know that he did.... And so, his
vocabulary we all wanted. He said, "Well, I memorized the dictionary." He
knew what the root stems meant, so any word that would come up he'd go
back to the Latin kind of thing and get its root or the Greek and so forth....
And he had these big unabridged dictionaries on his desk.
Nevertheless, one of the funniest things I can remember about him.
One day he would get off on talking about episodes in his life, just go in and
out of things. And he was saying about the president of the college, a Dr.
Moreland, who was trying to recruit faculty. There was a young professor
who had just gotten his master's degree. And Neilson only had his
bachelor's, and of course they're trying to upgrade pressure on the accrediting
agencies to get you up to standard, their standards. So people were
bemoaning the fact that perhaps Neilson would not be the English teacher,
would be undermined by this professor who came in with the higher
credentials, you know.
And Neilson went on to tell [the class] about it. Neilson wrote
somebody at Columbia and sent them some kind of paper or something. And
in two weeks he had a master's degree [laughs]. He fell out laughing. He
saw that young whippersnapper [laughs] and he—[laughs]. A very deep man,
very profound. Impish. It's fascinating when you think about the inspiration
that I was privileged to. And so I was in awe of him, not as a teacher but as a
character.
Cindy gave an example of a supportive flute teacher who made an
impression on her while studying at an academy of music during college. Her
teacher represented possibilities for striking a balance between professional
aspirations as a musician and her self-perception as a woman:
She...wore very red lipstick and she never took it off to play the flute. And I
thought, "Wow, she's not afraid to wear her red lipstick and get it all over the
flute" [laughs]. And she was a very good player. I like that. Yeah, that
striked me at a very young age.... She was really a fantastic player. And she
played with her lipstick on [laughs].... [I]t was encouraging to have that kind
of a role model, you know. Women were doing things and they were doing it
the way they wanted to do it.
As a teenager during the 1960's, Alois, found encouragement in those
artists who had made public declarations about their aesthetic and political identities
as Black women. Alois, was inspired by one such vocalist:
[F]or me as a kid Odetta was one of the most beautiful ladies in the
world 'cause she had this natural. I used to look at her picture. And I prayed
because pressing hair, and the permanents—because at that time they didn t
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have different strengths, it would bum my head. I hated that stuff on my
hair. So I prayed for the day so I could have my hair natural....
Odetta was working at The Cookery. I just knew there'd be crowds
of people in her dressing room and everything. And I went there and she was
there. And I went downstairs to go to the bathroom and her dressing room
was open and she was just sitting in there by herself. And I just wandered in
like [laughs] a stray cat. And she just knew. She just knew. And what she
sent me off with was, "There's no formulas, young blood. There are no
formulas. You make your way".... For me something like that, and that's
what people would do sometimes, just say little things like that.... So after,
that's how I started living my life. There's no formula. I just make my way,
you know.
Meeting Duke Ellington was a memorable event during Rufus' adolescence.
The experience inspired him to pursue his stylistic interests in African American
improvisational music and apply its performance in the church, which at the time he
was growing up, were viewed as incompatible interests:
[T]he first time I really got into jazz was [when] my father was
involved in putting on the...premier of [Duke Ellington's] second sacred
concert at Mother Zion church.... That was 1967.... I had heard about Duke
Ellington but I didn't really know what he was really about.... It was really
like this unbelievable experience because I mean I'm sitting there in church
and here's Duke Ellington and his band playing his music....
And so then my father took me back on the break and said, "Duke, I want you
to meet my son." And he had on like this purple paisley kind of set. You
know Duke when he would wear those like tuxedo smoking jacket type
things, that shiny stuff. So he had one of them on and he was switching from
the purple one to the red one for the second set. And I mean to me this guy
was about literally twelve feet tall.... And he just was like "Hello, son." He
was so nice and friendly. I don't remember what he said but I remember he
said "hello" and "how are you" and "do you like music" or something like
that. And it was an unbelievable experience. And it took several years for me
to start really being able to focus to know I wanted to get in music, 'cause like
it was viable as a life then.
[A]nd it's funny because for instance since September I've played
several gigs in churches.... I played Come Sunday and a couple other Duke
tunes.... [T]hen I played my own spiritual pieces and a couple of adaptations
of some spirituals. I got something directly from Duke Ellington in those two
segments that effected my whole life.... And the funny thing is now as an
adult and as a professional I'm going around doing this stuff.... I think
the...thing that really made me learn how it translates into the teaching thing,
you never know how one little thing that you're doing that's maybe totally
insignificant but at that second that might have absolute impact on a person's
life, and especially a young person. I've had situations where people will
come up to me and I'm tired and I'm stressed out or whatever. I just don't
have the energy to talk or whatever. But I always try and pull back to that,

especially if it's a young person. Hey, I may be shaping, having some
positive effect on the next major figure in the music.
Prominent professional artists were mentors to Alois at the beginning of her
dance career. Working with veteran musicians helped her formulate her dance
concepts as an improviser. Through experiences such as the following she received
constructive criticism and sound advice:
I learn about dance movement in a studio, but the philosophy of art,
creating art...I've learned all from musicians. Like being on the stage with
Max [Roache] and doing a step and him stopping a fifty piece chorus, his
band, everybody, [and] saying to me "Why did you do this movement?" And
me turning around saying, "I don't know." And he saying, "If you don't
know why you're doing the movement, don't do nothing!" And once again
it's one of them life long lessons you take back and you lay with, you know!
So after a while if you're on the stage and if you don't have some kind of
purpose for your next movement, don't move.
Very few dancers have had that kind of guidance to.... Somebody to
talk about how to construct a solo. You take one phrase and you do all the
things and variations that you can come up with. Then get the fuck off the
stage! He says, "Dancers come out and they do everything they know each
time they do it." So those are the kinds of elements that I know that I've been
given about the construction of movement.

Communities
The participants referred to experiences with members of their communities
that were integral to their artistic growth. Some of these were through friends,
church groups, school mates, as well as others from their neighborhoods and social
circles. They recalled both enlightening relationships as well as emotionally trying
ones. Sadik, who developed his drawing skills in his neighborhood, profited from
applying them in very practical ways. His friends recognized that he could draw
and paint well so that although Sadik's parent's did not directly support him, he
gained a sense of his value as an artist from his peers:
I've always responded visually to whatever was happening.... Being
more sensitive than most people to what is presented visually.... And I
always thought that everybody had it. But then the further you get along the
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more you realize some people have different kinds of gifts, you know. That's
what my grandmother used to call it, a gift. I kind of like the idea of that.
From the age of about six to sixteen there were ten guys that were
almost the same age. We all lived on the same block. So in that realm you
start to know what you do better than other people. For example, the jackets
that we had, I designed the jackets and the lettering that went on the back of
the jackets. Satin on one side and wool on the other side, to go on [a] boat
ride . But that was the kind of thing that I did well.... [Ijt's just finding out
what you do best and doing that as opposed to these things that you don't do
well.
Paige grew up in Georgia during legal segregation. He showed evidence of
artistic talent at an early age. When he was thirteen years old, he secretly submitted
his sculpture to an art contest in his home town, realizing that as an African
American he could not openly participate in the competition. Signing his sculpture
by substituting the initials of his last name for his first, and using his first name as a
surname, he left his work with that of the other candidates. Paige explained the
details surrounding this event:
I carved a piece of Georgia red mud that was dry, and I carved a
picture of Edgar Allen Poe and this bust of him about this big (shows with his
hands) with sharpened knives and spoons that my father made for me and all
that. And at the end of it I didn't know what to do with it.
So this White friend that lived on the street in front of me, well him
and I was close till he grew up and deserted me, because I played with his
sister all the time until he went to another school. Went to another White high
school and they found out that him and I and his sister [and] my sisters and
brothers all played together. And somebody said to him, "Don't let a nigger
play with your sister." And he left. And his sister cried and I never seen him
no more in my whole life. He just left our group. He learned he was playing
with "niggers" and he was better.
But anyway, he helped me take this piece of art down to this
department store, Mansur's. And he took it in and on the back of it I
scratched into the clay my real name. He covered it up. And then on the front
with the entrance form we put "M. Paige." So [if] we had put Morrison
everybody would have knowed....
I did this piece of art and didn't think a lot about it. Then one day my
friend came home and he rode his bicycle down the hill.... Came down there
and dropped the bicycle in the street and come running and he says, "Your
thing's in the window and it's got a blue ribbon on it." I says, "Nah." He
says "It is." I got on my bicycle and we headed downtown.... And finally I
said to my father, "Sunday there’s this thing downtown after church where
they're giving prizes for art." He says, "You still messing around with that
stuff, boy?" [I said] "Yeah." My mother was encouraging me and my father
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wasn't. He was [pause] saying, "It's a heartache. You can't be an artist. The
world won't let you. Not now. You need to go to college and be something
else. Doctor, engineer, scientist."
So in any case I went downtown and standing in the store, and all these White
people were there. And Alfred (the store owner) says, "Hi Little Ed (his
father's name)." [I said] "Hi." You know, it's okay. They wouldn't dare
run me out of the store. So anyway all these people are there around and
everybody is sitting around. And they had some kind of punch and they're
announcing the winners. And they said- They just built a new part on a
cotton mill, Lance Mill, and some people from out of town had moved in and
that was kind of shocking to our neighborhood that outsiders moved in to
work. These are White folks. And they were saying that well maybe—this
winner is Mr. Paige and we don't know the family. It's probably one of
those newcomers, you know. And is their family here? Would he come up?
Anyway, so I'm sitting there don't know what to do. And I said,
"It's mine." Everybody turned around and laughed a little bit and they said
"Little Ed, be quiet. Little Ed wants to be an artist." I said, "It's really mine."
And I got up brave as I could, walked over there and picked it up. [They
said] "Don't touch that." The women, "Don't touch that." And I peeled off
the little thing I had on the back and I said, "See, there's my name."
Everybody looked at it, removed their glasses to look at it and then got in
there. And it got quiet, quiet. And I'm just sitting there and everybody
walking off in the comer whispering and all kinds of things.
And then the next thing I know this one Black guy that worked in the
store, he's dead now. Tall guy. His hands were this big (gestures). They
were talking to him. He come over and put his hands on my shoulder and
said, "Little Ed, go home. Don't 'cause no trouble. Just go home." They
talked him into it. And Mr. Mansur said, "I'm sorry Little Ed." And I said,
"Leave me alone."
We had a chicken yard and a chicken house and an apple tree. And
behind the chicken house near the apple tree was where I went to take my
lessons from my father. Get talked to, get scolded. I learned how to grow
up. I went on out back there and my father came back home and said, "Your
momma told me you're out here".... I'm in trouble in two ways 'cause I just
don't lie. That's the worst thing you can do is lie. And I had lied to
everybody about the art show. I didn't lie, but not telling the tmth is lying to
him. I never remember my father whipping me. I remember him threatening
to a lot. So anyway we [talked] and he said, "Tell you what I do.
Everybody's gone home now from the store. But tomorrow after school you
go on downtown, and we gonna go down to the store.... I'll tell you what.
We'll make 'em give it to you. How's that?"
Next day I thought about it and thought about it and thought about it
and I thought about it and talked to my friend across the way. He said his
father said it was scandalous that a nigger could win a prize over White folks.
I said, "That's what he said?" We talked and then my father came home early
and said, "Let's go." So we started walking and he said, "Look"—I don't
how this story he told me—He always had a story to tell. But anyway,...the
moral of the story is that I could make 'em do this, but you don't want to be
where people don't want you. It ain't gonna be comfortable for you. And he
says, "The rest of your life that's what you're gonna have to do. Right now
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you don't have to do that." He says, "I'll tell you what. You want to be an
artist, I'll help you. But you got to listen to me. It's gonna be the hardest
thing you've ever done in your whole life"....
In 1982, '83 [long pause] they named a street in the town after me.
They opened up a museum in an old prison. People waited in line to get to
my show. More folks than I ever seen in my life came. The son of the mayor
who told me that it wasn't my prize gave me the key to the city and I did a
show of my work [long pause].
After telling me his story, Paige began to cry. His account is profound in
that it shows the interplay of conflicting opinions, and influences on him. For
example, although at this stage of his development, Paige's father was not
encouraging him to pursue art, he did provide the emotional support to enable Paige
to claim what was rightfully his. Paige's friend was with him when he submitted
his entry and had informed Paige that he had won, yet was unable to resist social
pressures placed on him to end their friendship. Furthermore, the town, which as a
child had shown little interest in him and had even denied him, later paid him one of
the greatest tributes that he could remember.
Nduma, who is about the same age as Paige, also lived in the south during
legal segregation. He received a great deal of support by his immediate community,
where his musicianship was respected by the older musicians as well as his
teachers. Nduma remembers that musicians held privileged status with the gang
members in his town:
There were gangs on the east side and the west side. They'd fight one
another. But I didn't have time for that. I was a musician. And interestingly
enough musicians and athletes were respected in those days. They were
exempt from the gangs because they had something else to do, you know,
[laughs] No hassles. [They'd say] "Oh, he's a trumpet player." 'Cause they
all liked to dance.
Other members of his community also recognized his talents. At the age of
twelve, Nduma, who by then was a promising young musician, would frequently
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attend a hall where some of the more famous musicians performed. He described
what that was like:
This is a part of my education incidentally too. I...went to the City
Auditorium, which was the largest public facility in Pendleton, Texas where
the big bands came. I saw Louis Armstrong in person on the stage with his
chair and stack of handkerchiefs. Because when he played the saliva would
come down the side and he'd just do that—great inspiration.... I'm having to
peer up from the stage to see this, but inspirational, everything that was going
on.
Well Louis Jordan, Andy Kirk, MaryLou Williams, Jimmy
Lunceford, all of the great jazz bands came [and] played our city
auditorium.... So at these dances I was allowed to go in because I was a
musician. I was under age. You're not supposed to be at those places at
twelve and thirteen, because those are for adults. But I was there and because
I think one of the church members knew one of the Black policemen.
Incidentally, Pendleton was [more] advanced than a lot of places in Texas. It
was politically savvy. One of the highest officials was a Black policeman
who said, "Let him in."

Arts Groups
Arts groups are an extension of the community that also nurtured the skills
of some artists. In the 1960's many arts collectives were established to address
African American aesthetic explorations. Sadik described his involvement in a
collective as having shaped values that would later inform his teaching style. He
recognized it as a turning point in both his artistic and political growth:
You have to understand that Black folks really had no voice in the arts
or in anything else at that particular point. So we were...dealing with trying
to discover a Black aesthetic position for Black art.... We'd have meetings
every other Sunday. We'd start about one o'clock and then end around eight
o'clock in the evening. No football, no basketball. We'd just have our art
there. And we'd bring themes to the paintings that we had assigned each
other.
For example, we decided we were going to work on the Black family:
What was the Black family about? What was the value of the land to Black
people? What kind of paintings did we produce that dealt with that? For
example, we had an exhibit at the Studio Museum in 1970. We gave people
ballots when they came in. And we asked if they could afford the images
there, which one did they prefer most? So when we got out we knew the
most popular image of each person in the group through ballots. And we
went back and made silk screen prints that sold for ten dollars.... Which is
revolutionary for art because in art you're not supposed to care what other
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people think. Well you are supposed to care what other people think.
Because you're an artist it doesn't mean you can produce anything you want
to. Well you can. It does mean that if you don't care about it being received.
If you care about moving people along on some level, then it becomes
crucially important that you're not producing an art that only addresses your
own aesthetic needs, your ego....
[W]e would bring our work to the meeting. I'd bring my two or three
pieces that I'd been worlong on and everybody'd bring their two pieces or
whatever. Or if somebody didn't do a piece of work they couldn't participate
in the critique. And the critique was basically how do you make what you're
doing more successful? It was the first time I'd ever had the input of peers
telling me what it was that I was doing, and how it was that this piece was
coming on.
And the rules of the game were that you could talk about the piece but
you couldn't talk about the person. So if someone said for example, "Well
Sadik, you should have put this piece over here and moved this piece over
there and then you would have had--" that person would go get ice cream for
everybody because he'd broken the rules. You can't mention me. You can
talk about the piece. [You could say] "The large left hand section with all of
this red doesn't seem to fuse with the bottom part where all these green and
blues are. And there could be a better modulation of color through here to
there." So when you got out of the meeting you had like four or five different
solutions. Maybe some that you had thought of.... [T]hat was good.
Anytime you can tell me four or five ways to solve a problem you're in my
corner. Especially if I'm asking you.
Also, [we] got down to areas like uses of black. In art school they tell
you to never use black. They used to tell you that. They say mix it with
brown and blue. Never use black.... But we wanted a strong art so we used
black. And we found out there was a lot of strength to that. The other thing
we did was invite other people who were in the areas of culture to
the...critiques...so we would get some kind of cross fertilization of the arts.
So we could find out what was happening in the literature at the same time.
Somebody was coming from the music area telling us what was happening in
music. And the music in Chicago at that time was outrageous. It was really
good. All of the AACM (Association for the Advancement of Creative Music)
people...were all in Chicago at that time. People who were later to form the
Earth, Wind, and Fire [group] were in Chicago at that time.
It was [pause] stimulating is too small a word, [pause] Let's say
stimulating [laughs]. It's too small a word though. See, as a visual artist,
I'm trying to make a picture that the community is going to respond to. Now
I've got to know as much about that community as possible in order to have
them to respond to my work and to meet them on the level that I want them to
receive it. Don L. Lee came a couple of times. He was writing poetry. He's
a trained poet. But what he was doing during the days was going up in the
projects and recording people's voices, people's stories. And then coming
back and writing in those kinds of rhythms. And then he'd come to a meeting
and he'd give us poems that were out of that kind of rhyme that was
happening then. I thought that was fascinating.
But we were doing the same things. We'd have exhibits in barber
shops, beauty parlors. The prints that we made we'd exhibit them
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everywhere. But it wasn't about the museum. It wasn't about the fine art. It
was about an art that you'd get brothers and sisters to respond to. And really
didn't have anything to do with what the White boys were doing at that time.
So, and then Muhal [Richard Abrahms] would come and show us Blues
chords. So, you know, we got into, we'd do blue paintings. And we found
out that that wasn't the right response 'cause we were limiting ourselves, and
the Blues doesn't limit itself.
So you start to get through these things, and you start reading.
Particularly during that time,...Karenga was talking about art, DuBois' thing
was on art. Ellison's thing was on art. Bring 'em all to meetings and just try
to immerse yourself. So you become teacher and student and you're learning
and you're teaching and becoming more aware of a lot of things at the same
time.
Soon after arriving in New York after graduating from an art school, Mariah
moved into a cooperative housing complex for artists. She became a member of a
small collective of African American visual artists, actors, and writers that was
established in her apartment building during the early 1970's. This was a new type
of experience since all of her previous contact had been primarily with White artists,
and had been more formal associations through school:
[I]t was a very political cultural organization, which was good. And I
was really committed to it.... What we did with the organization was we
would bring our art there and the actors would go through things or writers
would read.... [Sjomeone would say, "I have something that I want to get
some feedback on" or something like that.... And when somebody had
something to show...people would really encourage and make comments that
would be helpful.... So in that way we really felt very close to one another.
We had guidelines and we had a core group that we called The Council....
That group made decisions and planned things. And I was one of the people
on that council.... [T]he direction was a really positive one. We felt that we
could use our art to help make the whole world for Blacks a whole lot
better....
It [pause], it gave me hope really. It strengthened me and it put me in
touch with a lot of people who had like vision.... [T]hey had plans. They
were working at their art. They were coming up with ideas that were different
in terms of they were writing scripts and directing and producing, or starting
record companies and just things like that.... I was exhibiting my work and
we were always giving each other [pause] like sort of pushing each other
along by confirming that it was positive and it was good. And that was good.
It was a very close situation, you know, like brothers and sisters, like
family in a way. Not totally, but in that way, because it was more like peers
really.... So here again it was reaffirming just like my family was. I mean
here I was in New York and I had met up with a group of people who were
still saying, "Oh, this is wonderful"--appreciating my work....
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[I]t was very focused and directed at Black people. And that did make
some people in the building here uncomfortable. It wasn't pleasant for the
Blacks who were in interracial relationships, and so-a lot of those things that
went with the territory sort of during those days, I mean that's changed a lot
for the people in the group as well, in terms of understanding and tolerance or
just inclusion or whatever. But at the time I think the level of frustration and
disappointment in terms of how the movement went, after all the hope we all
had from Martin to Malcolm to, you know, the Panthers, to liberation army
and whatever, has escalated. Things went from impatient to, you know,
striking a match. So it was like a fifteen year period which was really, really
just pumped up with emotion.
During that same time period in the early 1970s, Patti was a member of an
ensemble of dancers and actors whose primary focus was to present original works
by the group members based on African American political themes. She was
raising her daughter as a single parent and was pursuing an undergraduate degree in
a field unrelated to the arts. Patti had become discouraged with the rigidity of the
dance programs she had been involved in, and had stopped performing prior to
joining the ensemble. Her dissatisfaction with the overemphasis on technical skills
at the expense of meaningful content that had occupied the work of choreographers
with whom she had previously danced, had caused her to become disillusioned.
Working with prison populations as part of her academic studies, her awareness of
social issues had heightened, and in some ways had prepared her for the ensemble
experience. She agreed to join the group only after constant prompting by Diana
Ramos, the leader of the ensemble, as well as other members, and remained with
them for three years.
[I]t was a safe place. I knew that Diana believed in education and the
freedom to pursue your creative voice. And that even though she was very
much a disciplinarian and very much a task master, it was with love. And
there was a wide space that you could move in. I'm talking in terms of
creativity....
See, with Diana it was very clear that dance was a vehicle to address
political issues. Whether it be around race, class, gender. And this was the
first time that I saw it in a formalized form.... There was always a theater
component attached to her classroom teaching and definitely her performance
teaching. And she talked a lot about philosophy. And we talked as a group.
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It was a very unusual and special group because we were all very open and
flexible and sweet.
Anyhow, I would fuss at her because she had me do a duet with this
man once called Blue.... It was a homage to Duke Ellington. And she had
me at one point on my knees to this guy crawling down. I said, "Wait a
minute. Unless he's gonna at another point in the dance be on his knees, then
I'm not doing this because I don't like it. I don't like the implication." She
said "Oh girl, try! You're driving me nuts!" I said, "If it's equity there then I
will deal with that. If not I won't." Now you could usually trust Diana I think
because the fact that her own guidelines that she had for herself in terms of
how she wanted to deal with her work. She would never sacrifice her dignity
as a woman or as a person of color. So you could pretty much kind of trust.
But there were times when I said, "I'm no t doing that," and that was the only
time really. I said, "I'm not doing that. I'm not doing it." And so she ended
up balancing it out so that he got down on his knees at another point in time of
the dance piece himself. I kind of felt all right....
Pit's that idea of ensemble and the idea of collective work. That's the
other thing that was nice. Again in dance you aren't really geared-You're
geared to be a soloist, and to just be involved with yourself. This was
another—the idea of working with other people, sharing with other people and
giving to other people and making a statement as a whole, as a group, as
opposed to an individual.
And also we used to have talks about race and class and gender. Not
in a sophisticated way that it's talked about now in terms of methodology and
all that business and reconstructing and deconstructing. It wasn't that kind of
language. But we talked about what we were dealing with at that time, during
the time period. We would have these meetings and these sessions
because...we agreed with Diana's vision. That's why we were part of the
ensemble. It was very clear that she was gonna address these things. Either
you were invested in it or you weren't. It happened that all those people were
invested and believed in that way of working.
Sociopolitical Development
The next part of this chapter will review some of the ways that the
participants developed their social identities and perceptions of themselves in
relation to other people and institutions in their lives. Each of the participants is a
member of a "minority" culture as well as one of few African Americans employed
at their schools, yet this status has been experienced and internalized by them in
different ways. Understanding the development of their social consciousness prior
to entering their current faculty positions, as well as the specific knowledge derived

121

from their experiences is essential to appreciating how they view their roles in their
respective schools.
Each participant's social consciousness, or sense of who they are in
relation to other individuals, institutions, and ideologies have been forged and
measured quite differently. Some of the ways their identities were formed,
challenged, and negotiated was through personal interactions with teachers, friends,
family members, colleagues, through exposure to other cultures, and as a result of
efforts to establish themselves in professional artistic and academic circles. Some
of the topics that seemed to be most common among the teachers, and which will be
discussed, include: gender awareness, the effects of casting among African
Americans based on skin tone, class consciousness, segregation, church
affiliations, and racial consciousness.

Gender
All of the women discussed their responsibilities, their expectations, and
those of their communities, as they related to their gender. To varying degrees,
they disclosed details about how their private lives have affected professional
decisions and values, and shaped their identities. For example, the six women are
mothers and have alternated between raising children alone, and with the help of
partners or other family members. Patti and Alois spoke about the challenges of
bearing children at an early age. As single, teenage mothers they had to confront
social stigmas, the difficulties of progressing in their schooling, and pressure to
making decisions about their careers. At the age of fifteen, Alois had to prove that
she could be a mother and head of a household because no one expected her to
succeed. She talked about her family's attitude towards her:
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My mother one day called me up at college and said, "You got to take care of
yourself, 'cause women who live like you age early." My grandmother
wouldn't allow me in her house with my "bastard child" to upset her
husband, you know. My father from the get go said, "You can't do this."
He didn't think I was gonna live so he took this money that my grandfather
had put away for us for college and turned it into a life insurance policy 'cause
he thought I was gonna be dead by twenty one. So that's...what people
expected of me.
Although Patti's parents provided emotional support, her teachers urged her
to attend night school in order to complete her high school requirements, believing
that she might be a negative influence on the other girls at her school:
I got pregnant.... I was eighteen, gonna be nineteen. And you
could not go to school at that time with other students.... Heaven forbid,
osmosis, they should get pregnant by looking at me or being in class with
me. That was the kind of mentality they had then.... So I had to go to
school at night....
Forget about doing dance classes or any of that stuff. I had a daughter
to support. I worked at the New York Telephone Company for two years,
and then from the N.Y. Telephone Company I went to Bellevue Hospital for
three years. Oh, I forgot to tell you. First I wrapped meat in a meat market
for $52.60 a week when Cherey (her daughter) was little. And I was still
going to night school really. My mother helped me. If it wasn't for my
mother I would have been in the street, no doubt about it....
It was [at Bellevue Hospital] that I realized that I didn't want to be-I
was a clerical person. I did diagnostic coding of charts.... But I knew that I
didn't want to do that for twenty years. I knew that whatever you chose to be
your career should be your purpose, and that it should be something that you
love because you're gonna have to do it the rest of your life. So I knew that I
didn't want to do that.
Clarissa has been divorced for nearly twenty years. She married before she
finished undergraduate school and found that the social demands of being a
doctor's wife in her community as well as a mother of four prevented her from
making an earlier decision to enter her present profession as a dance anthropologist.
However, it also marked a significant phase in her identity:
I became a medical assistant and a dental assistant and a dental
technician, then a medical technician.... 'Cause I was sort of getting jobs
with which to kind of use to help my husband when he went into practice.
And mostly I got jobs from people that he knew were looking for office help
in their medical or dental offices....
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For two or three years anyway with my first two children, I think my
creative outlets were just trying to do things in the house, because I was not
prepared in all that background. I was not prepared to cook, wash, or clean
and I had to learn after getting married how not to be afraid of frying fat in the
pan and how to mop.... So in the first couple of years, I was learning how to
take care of a home and take care of my babies, and join the work force, you
know. So it was a lot of learning....
I guess the quickest way to say that those twelve years of working in
the office and all that was really about building my family. And I did assume
the goals of my husband. And it was like our dream for him to be in practice,
and our dream for him to kind of establish a practice and the kind of practice
he wanted, and to do whatever we could. And then to get a house and to have
a space for my kids, and to get them situated in schools and kind of do all that
kind of stuff.... [T]hat was my phase of—now I figure until after my last
child was bom, that was my really "becoming a woman" phase. I had had
four children. That certainly says I was a woman.
She reflected on what that period of her life meant in terms of posing crucial
questions and prioritizing her goals:
Most of us have learned as women that you have to juggle some stuff.
I think the sanest part of that is that you eventually get to the point where you
know I can juggle these two, but I can't juggle those other two, you know.
And you do have to let some other things go. I think in years of children, that
is the paramount thing. You had to do whatever you did sandwiched in
between— You had to do your stuff about your children and take care of them
and do that. And I had a job. I had to do my job, go to work. So in between
there you can take a class, work on a degree, maybe give a concert, maybe
choreograph.
So in those years I think it didn't feel like a dilemma. It didn't feel
like a choice. There was no choice. You could want to do something and if it
was possible you did it. If you couldn't it was "no." It wasn't a choice. It
wasn't a choice. Later there were more choices. I chose to go back to
school. I wanted to finish and I couldn't. And when I hit those difficulties of
graduate work it was like, "Why am I here? What am I doing? Why am I
being emasculated, truly demeaned in so many ways? Why would I subject
myself to that kind of stuff?" And it would be because I wanted to learn. I
wanted to do this thing. I wanted to do it.
Cindy, who has been married three times, spoke about how difficult it has
been to structure her time due to her role as a wife, mother, daughter, teacher, and
composer:
I'm at a point where I realize as a composer I definitely need time to
put into writing and into composing, and that's what I really want to do...
[wjhich it's very difficult to do with the demands of teaching and the demands
of family. To balance those out and to have time to do composition is really,
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really tough.... [I]t's not easy to compose. I'm not a composer who can
compose with little snatches of time. I need longer chunks of time to write.
So it's been hard to get that because my mother's been living with me now for
quite a while. She's elderly and has required a lot of medical attention....
So, I'm the only child. I'm the primary one who is responsible for taking
care of her. And there are my children as well. And there's been the divorce
that I've gone through....
[T]here were various problems in my marriage before it broke up that
made it— Home wasn't the place to work because it wasn't a stable
environment.... My marriage took a long time to break up [laughs], to finally
end. So it was like going round and round like this, and just a lot of
problems during the process. So that plays a part.... And then I was just
mentally in turmoil, you know, from just things that were going on. I just
couldn't still my mind to it. Because of my own personal makeup, with being
very much involved with my family, family members being very important to
me, it's hard to say, "Well I've really got to cut this off. This is cut off now
and I've really got to do my work."
So there's a number of things, personal things that interact. And so
it's always a balancing act for me. Balancing out the personal responsibility
with the creative impulse. And if you need a lot of time to write, that's a
luxury in having three or four hours at a time to work on composition. It's
just tough to do that. And with teaching responsibilities to boot.... Nothing
is isolated in terms of your work. It's hard to separate your work from your
personal life for me.
For Mariah, whose son has been the subject of some of her drawings and of
a recent installation, her changing perception of him as well as that of others around
him concerns her. Mariah's work entitled, "Male, Black, and Twelve" is a portrait
that expresses her feelings about being the mother of a member of society who
experiences daily racial hostility:
[I]t was just a close up of him. A very graphic image of him and a close up of
him, very serious kind of look.... It was me speaking from a mother's
perspective. What does that mean? Male, Black and twelve in New York
City. Or what does it mean from the person who's looking at it who is not
African American and who is looking at him and thinking, "Oh boy," you
know, "another one." By that, when I say "another one" I mean somebody to
be afraid of.... [T]hey're unwanted, you know. Nobody wants them
around. That's the whole part of it. Where is there a safe place for our
children?
As Petra states, her concerns as a teacher overlap similar motives and goals
as a mother:
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I would like to see my children supported in the way I was supported so that
their talent and their love and passion can unfold in the way it unfolded for
me. If I could do anything to assist that, to support that, I would love to do
that.... Just that kind of unconditional support for [pause] something to be
developed. I always knew in my family it had to do with character building,
you know.... That is the guiding focus to me as a parent: How can I help my
children to hook up with whatever builds their character?.... [TJhat's very
important for me as a person, as a mother, as a teacher I try to do the same
thing for my students.

Skin Tone
Some of the participants explained how social categorization and casting
according to the lightness and darkness of skin within African American
communities affected them. Paige told a story about how he came to understand
social definitions of "Black." His mother had a dark skin tone. His father was half
White and half Black, and was very light-skinned, so that "to most people he was
White." Paige's baby sister had blond hair and blue eyes, and he says about other
family members, that there was "just a nice shade of the rainbow between." He
recalled the first time the difference in social attitudes were made apparent to him:
[M]y baby sister was about two years old maybe, and we were
walking downtown at the new park in the court square. And they had just
installed a great water fountain. And I was carrying my baby sister on my
shoulders, but instead of putting her piggy back on my back, I had her
straddle across the front so I could look up to her and talk to her. And the
sheriff or the policeman stopped me and said, "You know, boy, you're not
supposed to carry little White girls that way." He says, "I'm a tell you how
you carry little White girls. On your back." I said, "That's not a little White
girl. That's my sister." And then he said, "Who's your folks?" and I said,
"My father's name is Ed" and then he kind of did a double take, back-tracked
and said, "I'm sorry. That's all right little Ed"....
I felt that something was definitely wrong with him, because my
family was so close that my father and my mother really tried to every day let
us know that we were really worth something, and that we were really very
important people. And even though we were called "coloreds" that we had to
figure out how to handle that, and that we had to find somewhere else to put
our anger and our— And it wasn't for a long time that I realized that my father
was more White than he was Black or whatever. And that for them living
together in Georgia when he obviously looks White was very difficult for
them.
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But the kids, we were so close that there wasn't a problem at home.
But there was always some problem on the outside parameters of my little
society. And that each time I ventured out into that I got hurt. And that each
time I got hurt when I ventured out into that I had to find somewhere to go.
And I think I went through inside of me and withdrew to being part of an
artist that I learned to be early on. But it affected me throughout most of my
life in one way or the other, and sometimes I tried to deny that it didn't, but it
did.... And I think how I overcame that was to just go on and try to excel to
the next level.
After giving other accounts of how he came to know about members of his father's
family and his half-brothers from his father's first marriage to a White woman,
Paige said:
[T]his mixed emotion gets inside of you as you grow up.... It's that I know
part of me is something else and part of me is something else. And I can't
hate one part of me. I know that I'm Black 'cause that's what society has told
me.
Clarissa's family, who was from Florida, exhibit some of the resulting
conflicts and competing values in regard to color, class, and social privilege. These
have given Clarissa insight into the limits of those values, but also a respect for her
family's intentions and underlying motivations for upholding certain values:
My father was mulatto.... [He] looked White and would never allow
people to think of him as White. Just growing up in the south at that time and
being subjected to the notion that you were always Black no matter what color
you were.... My father just had so much baggage, I just presume that he was
so color conscious and so deeply filled with Black pride, what we would call
now Black pride, that I mean he just gave us...this, I don't know, I call it
cultural groundedness now.
My mother's people didn't have that kind of stuff. My mother's
people were these mixtures, these Creole types they would be called.... They
never called themselves Creole. They were Minorcans. Now I gather that
that really was from Minorca in Spain, but mixed with the British that came
and the Indians that were there. It's just like Black people that were mixed,
that were trying very hard to strategize for the best advantage as possible.
And it was not advantageous to be Black.
My mother's people kind of came in conflict in real profound ways
with my father.... My father came from this uneducated "on the other side of
the track" kind of family.... [M]y mother's people came from a "Who are
you and what's your blood line, and how light-skinned are you?" And you
know, like "Who are you? Are you doing something? Where do you come
from? You have to have a name." [It] comes from a kind of elitist sense, you
know, when we would think about it. If you were to hear the conversation,
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the actual words now you would sort of analyze that as an elitist and/or Negro
and/or Blacks without a consciousness, you know. But I don't think of those
people like that. I think of those people as being fully aware of what was
going on at the moment in history that they were living, and strategizing in the
best way possible to get ahead.... She comes from that...period, the 19th
century and the early 20th century. It is understandable.... [W]hen you
know that there are overwhelming odds against you, the best way to manage
certain situations is not to die. You strategize to kind of get ahead and make
sure that the next generation have more, or have more access, or have better
advantages. And so a lot of my mother's people, I think, could be viewed as
elitist, ungrounded, pseudo-Blacks, you know.
But I don't know. Maybe it's my rationalize 'cause I loved my greatgrandparents. I loved going to Florida. I loved the life that they had. I loved
the fact that everybody, every single one of my great-grandmother's children
came to her house every single day after work and checked in or had dinner.
Every man that married in, every woman that married in knew that no matter
what, you go to Grandma Landon's house every day. There's a sense of
family and connectedness...and everybody was supposed to be about doing
something. Like, "What's your contribution?" In those days it was kind of
arrogance but it's also pride of "Yeah, we are about doing things"....
So I can understand some of the history of my mother's people a little
bit from the period that they came, and the sense of property. They probably
were scoundrels too, some of them.... But also land was taken from the
family, because then the Blackness of the family became more and more
apparent, and legally it was apparent. And so then land was taken away. So
that in the absence of a real wealth or their real power, the sense of pride in
family and name was left. The accouterments of prestige kind of lingered.
So that's part of my background too.
Nduma explained how he came to understand that for some light-skinned
people, identifying with White role models meant that they were aspiring to a higher
social level. In the eighth grade as a young musician, his goal was "to be a trumpet
player as great as Louis Armstrong." Members of the school band often had
debates, one of which occurred between Nduma and another trumpet player:
[A]t the same time that Louis Armstrong was such a great and famous
person, Harry James came along. Harry James is a White trumpet player.
And it's an interesting situation. All throughout our history we've had
Blacks, African-Americans pioneering in innovative statements in the arts,
particularly in music. And the culture finds a White counterpart, which is not
the same, but it's somebody who is given that same kind of status.... Well I
was influenced by Harry James some too.... He played things like Flight of
the Bumble Bee. And I learned to play the Flight of the Bumble Bee on the
trumpet. All that did though was to give me great technique. But my impetus
was rhythmically and melodically more naturally akin to Louis Armstrong
because there was something about his statements and his phrasing.
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So I had a discussion with a fella in the band who was older than I....
And he was saying that he thought Harry James was the greatest trumpet
player. It was interesting to me because he was a big, light complexioned
Black fella, okay. And that's been this thing racially too between light
complexioned and dark complexioned and all that stuff. Never bothered us
too much because we all were segregated, so it wasn't an intense thing.... So
I said, "Okay, you like Harry James better than you do Armstrong. That's
just fine, but I don't." And I just went on my way....
[I]t wasn't an antagonistic thing. It's just that it was a judgment. I
guess it was a sense of naturally allying myself what was natural to me. What
Louis Armstrong said on the trumpet was more profound, and I'm sure I
didn't have the word in my vocabulary then. But it was. That's the way I
felt.... I think that sometimes it's easier for us to think that there's a certain
strength and a certain aspiration towards imitating power in your culture. It's
a dangerous thing in a way because a little later on I was caught up in the
same kind of thing.

Class
Petra, Rufus, Clarissa, Patti, and Alois are from middle income families and
were primarily raised in integrated communities and schools. There is a
relationship between class membership and educational levels in that four of the five
participants' mothers were teachers, and each of the five are from families, where at
least one parent had received a college education. For Mariah, Sadik, Paige,
Winston, Jerry, Nduma, and Cindy, who explained that they were from low
income families, education was viewed by their parents as means by which one
generation is able to have more social opportunities and economic advantages than
the previous one had.
Some of the participants discussed their economic status in terms of how
their awareness and perspectives about class evolved and affected them. Cindy's
parents pursued opportunities that would enable her to excel in school. She
participated in A Better Chance, a program designed to prepare and assist youth in
entering college. Cindy lived in Nashville, Tennessee and received a scholarship
through the program to attend a preparatory school in Vermont were she was one of

very few African Americans in an upper income environment. She explained what
this change meant for her:
It was good because at the time my mother and father had a small
business, a small grocery store that they were owners of.... [W]e were at that
point living at the back of the grocery store. And there was not enough space.
It was small, cramped circumstances....
And I remember feeling I didn't
want to live in back of a store. [I]t was kind of embarrassing for me to not
have a regular house, which I wanted to have a house, you know, like other
kids did....
So at that time I wanted to get out and away from the back of this
grocery store. Because people were always getting them up in the morning to
open the store. [I]f they wanted something before they had opened, they just
came and knocked on the door, knocked on the window [laughs]. And my
mother and father were always very accommodating to the...people in the
neighborhood. It, it was actually nice. It was actually a nice feeling of having
that which you don't have any more, the kind of neighborhood store where
neighbors in the community feel they can really, you know, count on people
being there. But for me it felt like there wasn't enough of a home life outside
of the business. And I can remember feeling that as a child. And I really
didn't have my parents to myself.... Everything revolved around that.
And so I think going away represented...something that was exciting
and seemed like an adventure to do at the time. So I looked forward to doing
that. And it helped me to become independent of my parents. To at a very
early age develop friends that I met at school and go visit people in other
cities. So that felt like when I got there I was developing these ties where—
much more like being grown up and having friends all over the country.
Petra and her mother moved to an integrated, middle class neighborhood
after her mother received a doctoral degree. Petra spoke about a dance teacher
whom she spent a great deal of time with during that period, and who influenced
her class awareness:
She and her family were Jewish and they were the first Jewish family
that I remember knowing. And they were the first White family that I really
remember having any kind of relationship to and had all this access to her and
her world. I remember feeling very very comfortable in that home....
I was lucky enough that through...these communities where I'd been raised, I
had certain opportunities....
We were living in Great Neck, Long Island and there was a kind of
new suburban sense of opportunity and privilege that existed there that we
just kind of accidentally fell into [laughs]. We didn't own a piece of it
but...my mother was given a teaching position after she got her degree which
allowed her to work on Long Island. And she got an inexpensive
house...which allowed her to commute a short distance to work. And, you
know, I was one of the few children of color in the school. I mean, children
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of color, I was about the only Black child [laughs]. Everybody else, seemed
like the whole world was Jewish. And there's a lot of money there, a lot of
money there. And I had all kinds of opportunities just 'cause I went to the
public school. And people through privilege were able to afford or provide
opportunities for their kids that I probably wouldn't have gotten had I stayed
in the city. Having stayed in the city I would have gotten different kinds of
opportunities. But it just lead me to benefit from certain things that I picked
up in school and certain kinds of people I met. And a sensibility that comes
through privilege to experiment and to open your mind. You know we're not
talking about wealthy people but we're talking about well off middle class
people and upper middle class people.
For Jerry, there was no middle class in his home town. The positions of
honor and respect were given to the town's two highest professions, which were
school teachers and preachers. He said that he "always wanted to be part of the
middle class." Jerry attended a Black college and remembers how impressed he
was when he met social activist and leader, Mary Bethune:
Mrs. Bethune was highly respected. When they decided to have that colored
cabinet, I guess it was Roosevelt first sought out Black people to ask them
what is it we can do for you directly? Mrs. Bethune was one of the persons
that they asked, and she used to go to the White House regularly. Well that
was big stuff. And people would come on the campus and I got to see a
world where people had fine manners and spoke well and were positioned,
who traveled. And I thought, "Hum, I'd like to be like that."
Patti explained that the rules and expectations that accompanied class rank
were unacceptable to her. Her family is considered upper middle class, and moved
to Harlem at the turn of the century. Although the migration of African Americans
to Harlem during that period is commonly associated with the cultural, intellectual
and artistic wealth of the Harlem Renaissance of the 1920's, the impetus for this
migration emerged from economic concerns. For example, during that period, the
Afro-American Realty Company, primarily comprised of entrepreneurs and
politicians, bought or leased apartments in Harlem, which was then a White
community. As a result, there was a considerable emphasis placed on economic
self sufficiency, which implied a strong class consciousness.
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When Patti was a child in the early 1950's, one of the avenues by which
youth from similar class backgrounds were identified and encouraged to socialize
was through clubs such as "Jack and Jill." Patti's parents enrolled her when she
was thirteen:
[The] underlying thing of this [group] was to match people up that
were in a certain class.... We went to different activities. We went to the
museum one month and then we'd go to a concert together one month.
But...the children of these parents were very, very materialistic. I wasn't
raised like that. We had things and we didn't have to struggle 'cause my
father made money. Well anyhow, we didn't have that conversation about
hair texture and color and skin and all that stuff.... I wasn't around that kind
of talk, and we never talked about what we had or what we didn't have. Or
what other people had and what they didn't have.
So when I got into this group and people were making judgments
about other people—"Oh, well they have two boats. Oh, well they have no
boat." Or, "They have so and so furs and so and so's parents have—".... I
said, "I don't like that. I don't understand that. I'm not into that. And it
doesn't make any sense to me."

Segregation
An important factor in the shaping of Paige's social perceptions and identity
was the means by which segregation was enforced in his town through public
facilities. He remembers:
I bent over and drank out of the water fountain that says "White." And there
was this white porcelain [fountain]. [A]nd six feet away was a little dark
brown one that says "Colored." And I just bent over and drank out of the
white water fountain. This store was called McClellan's. It's a five and ten
cents store. And I drank out of that water fountain and the owner of the store
or the manager of the store kicked me in my rear, and I cracked my teeth on
the spigot of the water fountain. And I didn't tell my father about it until
years after I had left Georgia, because I knew that he would do something
about it, 'cause I knew him very well. I grew up and went back to Georgia
years later and confronted the man. But those kind of things let you know
where you are.
The taboos and expectations of legally and socially enforced segregation
were a part of Paige's early life. He told another story that shows how he
developed a perspective of the inner workings of the system:
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[M]y father had a friend named Dr. Jackson. He was a White doctor.
And we went to this building and he used to clean up there. And if you get
off the front of the elevator and turn right you went into the White waiting
room. If you got off the elevator and turned left you went down the hallway
and behind the elevator and went into the back door into the storage room.
And you could go through the storage room to the Black office, 'cause there
was no dentist down there.
They had again that same dark tan chair and stuff for the Black folks.
And the same white chair for the White folks. I knew this guy well because I
used to go there with my father at night when he was cleaning up and stuff.
He had so many jobs. And I used to laugh because the same nurse [who] did
the Black folks did the White folks. And the same tools that they boiled that
do the White folks did the Black folks. The White folks didn't even know it.
And I just thought that was funny.
One of the factors that shaped Mariah's sense of herself in relation to the
world as an adolescent was the realization that there were others who perceived her
differently than she perceived herself. She lived in a town that was racially divided.
Blacks lived on the north side, and Whites on the south, although many Blacks also
worked on the south side as domestics:
[I]t was very isolated in terms of encounters with other people. It
was...in the late forties.... [N]ot everybody had televisions so it wasn't like
people even got into seeing a lot of different kinds of people. We did not
have a lot of Asian people or Hispanic people in our community. What we
had though was there were Jewish businesses in our community. And right
at the comer store there was Mr. Levy, or there was the man who came
around who sold goods to Black families, especially to Black women, from
the trunks of their car.... And we owed all of them money, because
everything was on time. At the grocery store there was a book. The man
with the car who sold like women's slips and irons and ironing board covers
and pots and things like that, stockings. There were at least three different
guys who did that. And so we were always in debt in a way. And not that
my grandmother bought a lot of stuff....
[A]nd then on occasions when it was possible, especially like
Thanksgiving or something we would go to the supermarkets. And that was
always interesting too, because that meant we went on the south side. And
people were always looking and watching and staring at us and things like
that. Not that they didn't see a lot of Black people. I'm saying that because
my brother and I made up a language. Here's what happened. We'd go to
the supermarket and I remember, I can almost see it now, how this sort of
came about. I'm with my father, and he's getting groceries. And we kind of
feel strange without even saying anything. My brother and I are very close.
And so I can remember a woman staring at us, a White woman staring at us,
and we sort of feeling a little uncomfortable. And my brother said a few
words like "Ungawawa", something like that [laughs] and I answered back.

Just these sounds that to us sounded African. And we kept this dialogue
going and people were amazed [laughs].
And so we just did that and it set us apart in a way that we chose to be
set apart. And that we knew that what we were doing was something that
they had no idea whatever it was. And we were communicating and it was
fun. So we used to do that. We'd find ourselves in a situation and we'd start
talking in this sort of language that nobody could understand but the two of
us. [I]n fact once somebody asked me, "What was the moment in your life
that you felt you were politicized?" And that would be the moment. And I
was probably about seven or eight years old. Somewhere around in there.
And we had that tool that we could feel very special by having this language.
During the time that Paige was a young boy, the country was moving out of
The Depression of the 1920's. The poverty in his town was compounded by
educational segregation. Paige remembers the 1940's, the destitute economic
conditions of his high school, and the ensuing anger and frustration expressed by
his father as a result of the educational neglect that Paige experienced:
I played football, my brothers played football, and my father got so
upset one day that my knuckles and all that- The cleats on the football shoes,
you had to screw 'em on. And a little spike come out this here. And the
bakelite cleats would break. And we only had, you know, a pair that was
maybe too large for you. Some of them played in tennis shoes and we'd get
our hands all scarred up. And my father got upset and went over to the White
high school and just took some football gear and brought it back. I don't
know how he got it but he got it and brought it back.
So it was all hand me down: books and everything else.... [EJvery
book we got was written into it. We got the second hand books from the
White school, always, right up through high school.... And you know, you
read the names of people in there and you know, well, this is a White person.
And all the books was passed over to us after they left 'em. Up until I left
high school I never saw a new text book. They all came from the White high
schools. They were sent over to us.
Patti attended grade school in the years immediately following the ruling of
the Brown v. the Board of Education decision. Her classes were integrated, but
Black students were often reminded of their "place" by some of the White teachers.
Most of them were mean and most of them were racist dogs.... I remember
[a teacher] saying to us one day, "Okay, I want all the White students to stand
up." And all the White students stood up. She said, "Okay, I want you to sit
down. I want all the colored students to stand up." And I don't remember
taking offense to that or anything because again, I don't even remember what
we defined ourselves at home. I don't remember saying "Negro" or

"colored." I don't remember that.... Anyhow she said, "Now I want all the
colored students to stand up." We stood up and sat down. She said, "Now I
hope you know where you stand." That was the end of that, and I wasn't
quite sure what that meant except that they were first. You know, she asked
them to stand up first which made me feel, well, whatever was going on,
we’re probably second. But I never told my mother or father about that
incident, you know.

Church Affiliations
The Black church has a rich history, which gives its significance in the
participants' lives a valuable dimension. In the later part of the 1800s, the church
flourished as an organized social system, serving as means of religious, social,
economic, educational and political organization. Essien-Udom (1962) offers an
important assessment of the church's historical and contemporary role within
African American communities. This includes: the minister as a symbol of success
for their congregations; the church's role in providing a sustained, positive sense of
ethnic identity; its importance as a vehicle for the development of leadership, with
church leaders acting as some of the earliest spokesmen for resistance and
advancement; its economic independence, which enables the community to freely
denounce social injustices; and as Essien-Udom states, its social separation
"enables the Negro minister to wash the dirty linen of the congregation in private,
away from the view of white society" (p.25).
Rufus, Clarissa, Jerry, and Nduma each spoke about how their churches
served to ground them in clearly defined social and moral values. All four
participants were members of Black churches that were central cites for their
communities' educational and social programs. Both Rufus and Nduma were
members of the African Methodist Episcopal church, Clarissa belonged to an
Episcopalian church, and Jerry, to a Pentecostal one. Nduma explained the overlap
in relationships among congregation members:
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Several of the teachers in the public school system were members of our
church. So there was a tie between my family, my mother and
grandmother, our church-and they call it the 'silk stocking' church because
the teachers, several of them were members of this church.
A spirited worship style and strict conduct codes made Jerry's church
somewhat of a curiosity to other factions of his community. At the same time, it
provided him with a sense of belonging, and helped him realize the importance of
living up to certain moral standards.
We were members of this budding sanctified church. And in the late
'40s when I was a small boy, in the '50s when I came into my teenage years,
you can't imagine what that meant. It was still considered rather hedonistic
and undignified African sort of worship. It was against the upwardly mobile
pattern of behavior that was established by the community fathers. There was
this loud singing and this clapping of hands and beating tambourines and
falling out and fainting, and the ministers sort of chanting their sermons.
Which people like W.E.B. DuBois and Booker T. Washington would have
found absolutely unfathomable in 20th century modem America. These were
the things about which we had been criticized by the majority culture. And as
I remember, people kept saying, "You act like the Africans. You want to take
us back to Africa. Here we are trying to move forward and move into the
majority behavior".... So that actually people would say things like "Here
come them sanctified boys." They would shout and carry on making light of
the situation.... Well I'll tell you. I had mixed opinions about it
because...[t]he kids made fun of us. And I would also suspect the adults
made fun of us at home too because that's how the kids learned it. But the
adults always acted differently.
So while I was proud to be-There was nobody from the Baptist
church who could sing songs like that. There was nobody from the
Methodist church who could sing. There was nobody from the Seventh Day
Adventist church, the three congregations in our town. However, when I
was with my peers I was embarrassed because they would make light of it....
So that I had mixed feelings about it but I never thought about an alternative to
it because it wasn't the kind of thing that you did. You went to church where
your parents went to church and every Sunday you went to church, and
sometimes during the week. Fortunately they held service so long that we
couldn't go much during the week.
Now there's another element which is important in all of this. And
Pentecostal churches at that time believed in abstinence. So that you didn't go
to the movies. You didn't drink. You didn't smoke. You didn't play cards.
You didn't dance. It was a church of don'ts rather than dos. They said
however, that everything you need is in Christ so that there were a series of
activities which were associated with the church, which kept you busy so that
you wouldn't have time to do these other things. And they had these sewing
circles where the girls, women, they would sew things. And the boys had the
sunshine band and the bible drills and memorizing.
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It was really quite radical for that time.... [I]t would be for that time
the allegiance that the Muslims required in [the] '60s and 70s, where you
dressed alike and where your very presence was supposed to signify your
association with the membership.... I had some of the nicest times there
because small congregations tend to ban together wherever they are. So that
five or six towns would gather very often for meetings. And you got to know
people from throughout the state. [T]here was that network between, it's,
this is very interesting. This is the first time I've thought of it. It's almost like
being a clan member in that you live among yourselves but you know
everybody else who has the same approach that you do.
Jerry's reference to the Muslims, or the Nation of Islam is an interesting
comparison. Although their theological and political positions differ greatly, like
the church, the Black Muslims have drawn their ideology from religious sources
that directly affect their social actions. The Nation combines Islamic theology with
nationalist thought, providing discipline for its members through a strict code of
morality, daily prayer, bi-weekly temple attendance, codes of cleanliness, dietary
and dress guidelines, drug, alcohol, and tobacco prohibitions. Its guidelines and
regiment have offered a source of hope for many who have been written off by
society. For example, it has a high rate of rehabilitation for drug addicts,
alcoholics, pimps, and prostitutes, with most of their recruitment carried out in
low-income neighborhoods (Pinkney, 1976).
Similarly, the Pentecostal church provided a sense of social esteem and
respect, as Jerry explained in speaking about his mother, who was an active, well
respected church member, and a woman who lived what she taught:
Sometimes we would have to go to the grocery store. And she would
take all these kids 'cause we'd each have a bag. We didn't have a car. And
we would walk through a section of town which was called The Square. This
was where the pool hall was. This was where the liquor store was. This is
where the all night restaurant was. I mean it catered obviously to a certain
[pause] a certain type of person. The good timing people who liked dancing
and clubs and drinking and playing cards, etcetera.
And my mother could walk through the place and [people would] say,
"Shh, here come Mrs. Brooks. Here come Mrs. Brooks. Hide that stuff."
They would hide their liquor. They would hide their cigarettes. And they
would say, "How are you Mrs. Brooks?" [She'd say] "Fine. How are you?"
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And there would be other women who could come through they wouldn't
recognize that way....
She was sanctified. She lived a certain kind of life. They never saw
her doing things which was unbecoming, not only to women but to
Christianity. In other words she lived the kind of life that was represented by
the church that she attended. And I found that absolutely fascinating. It
meant that at no time did she get around and talk about people for example,
gossiping, or drink any liquor. For example, my mother died at seventy five
and she never wore a pair of pants in her life. I mean this sort of literal
translation of the Bible.
In a sense, Jerry's mother represented ideals that could only be attained through
great personal sacrifice. He continues by explaining the significance of her lifestyle
and how it affected others around her:
[T]his woman who [pause] who deserved no special behavior was all
of a sudden in their minds someone who represented something that was
good and decent, and therefore was outstanding. It's almost like when you
see a teacher coming you want to be on your best behavior. And I thought
she hadn't done anything to deserve this other than to live. I mean she wasn't
the principal of the high school who had been over all of you guys at some
point. Or she wasn't a minister, or she wasn't the police, and yet she
commanded rather than demanded. Her very presence among these people
said, "Here is someone who is good and kind and upstanding, so I really
want to show her that I'm a nice person too"....
I think it's because deep down within, we all...want to be the best that
we really can.... And if I see it in someone else I can say that one of these
days that's what I’m going to be. It's almost like a model. It's almost like
having a goal. We've got to have it in any aspect of life. And I think that
that's incredible because that's what was needed for that kind of church at that
point.
Now remember I'm talking about a church that attracted...your people
who probably wouldn't have been respected in any other-They would have
been just an ordinary Joe in anything else.... They would have been
members of the Baptist and Methodist churches but I don't think that given
the status, that it would have helped them become better people economically,
socially, politically, or religiously because they simply would have been an
"also ran".... You know, like he's not the winner but he also ran in the race.
And also, you're there but you're just not the person who's holding up. And
the more you are needed to work in something the more you tend to give....
And by it being a relatively small group, having nothing, not knowing where
they were going, they had to work that much harder to get somewhere.
And remember now that we don't have any school teachers in this
group now. We don't have any post office workers. We don't have any
people who, well we didn't have Black people working on the trash truck
then because that was a high salary. We didn't have any plumbers' helpers.
Talk about, we had people who picked oranges which was domestic work.
We had people who cleaned up the train station. We had people who cooked
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in this person's house. We had people who mowed this person's lawn. We
had people who chauffeured this kind of person. I don't even know if there
was a high school graduate among that congregation. But they had children.
And while they didn't organize the church themselves they saw their
responsibility of getting their children up, so that mother always said, "I don't
want to see you have to get up at five o’clock in the morning to work in the
field like I did as a child."

Racial Consciousness
Each participant expressed his or her racial identity and perception of its
evolution, meaning, and purpose differently. Sadik identifies strongly with an
Afrocentric position. From an early age he differentiated between identifying with
"Blackness" as a racial descriptive and owning certain social responsibilities as a
member of an historically oppressed group:
I grew up in a Black neighborhood and, you know, all my friends are Black
and down the corner is Black and stuff. Well, when I was about ten we'd go
see Jackie Robinson. We'd go see Jackie Robinson, climb the fence, get in
there. And then there was Roy Campanella, and Roy Campanella was a great
catcher. But Roy Campanella's thing was that he happened to be Black. And
Jackie's thing was that he was Black and he was gonna do this for Black
people and stuff. And everybody understood the difference in attitude about
that. And, you know, it was crystal clear to me and all my boys. [We'd say]
"Yeah, I'm down with Jackie. I'm down with Jackie." So, I'm still down
with Jackie, man.
By contrast, Cindy expressed some schepticism about the validity of the
prevailing cultural nationalism of the 1970's. As a college student, while traveling
with her boyfriend through Africa, she became aware and somewhat discouraged
by what she considered romanticized, idealistic perceptions about Africa as "the
motherland":
I felt that at times if I would say something that was considered...really silly—
you know, it was my first time to Africa and I'd say, "Wow, they really don't
portray Africa like this in the movies, do they?" [laughs] And he'd say, "Well
no, the movies just don't do it.... That's all Hollywood. That's all the White
people's idea of what Africa is. This is the real authentic thing and you
should just love this." And I was just making a comment about it but it was
as if you should know all that [laughs].
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In Africa, Cindy absorbed the culture around her, but under the pressure of having
to acquiesce with a "politically correct" stance found it difficult to question her
boyfriend's opinions. She felt that his nationalist views left "no room for
objectivity." Cindy reflected further on that experience:
Being African American is not quite the same as being African. You
can sense a deep connection and I did since then feel that, especially in the
musical context. In hearing the music played. And we actually had the
opportunity to play with the musicians in a setting. That was quite special and
there was a connection there. But just everyday living and cultural things....
[Tjhere are differences.
So...it seems like there was a tendency for people to kind of like
overlook all the differences and say, "Oh, we're home. We're right back
home".... And I try...to be open and yet objective in viewing anything...so
that I can have the freedom to say what it is that maybe is a little different.
And some things that I don't like as well as things that I like. And so I felt,
you know, I guess from my colleagues that it felt a little bit strained on
saying things, as if you couldn't criticize anything that was African. You had
to eat up everything [laughs]....
It was that time.... It was necessary to have the pride and to have that
instilled in us, and to see ourselves, and to see our history and to accept it.
Certainly. And so the danger is, I guess, with the majority race putting it
down, to do that for ourselves. But at the same time you know there's a
constraint too.... You know we're people from these two worlds, and that's
very special as well, seeing yourself in both settings.
Clarissa engaged in political activism during the height of the Black Power
movement at the age of twenty seven while she was married and a mother of three
children. Her church was active in supporting members of the Black Panther Party.
Its involvement in community politics is not unlike that demonstrated by many
other Black churches throughout U.S. history. For example, as early as the
1700's, the movement towards independent church organizations influenced
political resistance campaigns, where the church, which had previously served as a
base for community organizing, began directly addressing political and social
issues. In this tradition, Clarissa's church positioned itself in favor of Black
liberation struggles although the consequences of doing so caused friction among
church members:

[M]y church was the church in Oakland that was the meeting place for the
Black Panthers. My church was an Episcopal church, sort of an elitist little
center but always a socially committed space.... So I was hearing Bobby
Seale and Huey [Newton]. [T]here was fighting among the congregation
about letting them use the space. They were in the newspaper. I mean people
were being killed and houses ransacked. So that I was identifying with
people I actively knew as church members, and mothers, family members of
these people, these young men that were being harassed in the news.
Prior to the activities of the Panther Party, the major thrust of social and
political efforts of the civil rights movement had been towards integration.
However, the growing Black nationalist movement addressed what it viewed as the
conservatism and ineffectiveness of integration efforts, which resulted in a national
call for Black power. The urgency of this declaration and the emergent nationalism
of that period played a role in Clarissa's decision to become involved in some of
the more active social programs that were generated through the movement:
I become tremendously radicalized by the whole liberation struggle, of the
fight between Malcolm and Martin.... So I made a decision at one point. I
needed to be doing something about that actively. My third child was being
bom and I was saying, "Here we are, we're in Oakland and all this shit is
happening.... Yeah, we're participating but what have we done as part of the
struggle? Here people are losing their lives and they're marching and they're
doing things, and we're talking about it here." And somehow I made a
decision that I wanted to go and do something. Because I felt— The way I
articulated it then was, "I have to say something to my children when they're
growing and they ask me, 'What did you do? You were alive then. You
were here. What part did you play?"'
Clarissa demonstrated her support by participating in a work project in rural
Mississippi, where many people had "lost their jobs and their lives and their
livelihood" by registering to vote. She typed, drove people to their destinations
during the day, and pitched in wherever she was needed. Her stay in Mississippi
resulted in an awareness of the cultural diversity within Black communities, the
complexities of group membership, and the importance of developing a sensitivity
to those issues:
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First of all...I was an outsider.... I was watching my friends conduct
a meeting with these local young people, talking about a demonstration they
were going to have.... And then realized that I got active and started talking
in the meetings. And then got quietly but severely reprimanded. Like, "You
shut your mouth 'cause you don't know what it is. And they're putting their
lives on it. You're going back to Oakland, California in whatever your time
period is. And you just keep your mouth shut and do what you're supposed
to do. You make your contribution where you're asked. You don't get in
there and incite people to do shit when you're not from this community."
It was a wonderful lesson of belonging and participating [in] the
struggle of Black people but knowing that there is a time to lead, there's a
time to follow, [pause] There's always a time to make a contribution. It may
not be in the way in which you would expect or you would want, even. But
you have to be sensitive to everybody and the greater goal, you know, just
not my goal of trying to do something for Black people or for me so I can tell
my children.... Wonderful lessons.
During the same period, in the mid 1960's as a young teacher in an
elementary school in Ohio, Sadik was involved in the political organizing of
teachers from various schools. He reflected on some factors he believes led to the
broadening of his political and social awareness:
Maybe [it was] my Garveyite grandmother.... I don't know, but I've always
been race sensitive, let's put it that way, and very [pause], being an advocate
for Blacks, kind of thing. I don't know whether it had something to do with
John Coltrane in the mid '50s or following Miles Davis around. I don't
know. I know that in college I spoke a couple of times because down in
Nashville the sit ins had started. I know that I had been on the King defense
fund committee to try to get him out of jail because he got locked up a couple
of times in the South. I know that my mother carried a sign at Chock Full O'
Nuts in the '40s to get jobs there for Black people. I know that my father
used to take me...along to see Adam Clayton Powell when Powell was
speaking some place. I know that it was because I grew up in Brooklyn and
Jackie Robinson started playing in baseball when I was nine years old. And
at nine years old I knew the stats of everybody who ever played I guess. And
we used to go and climb the fence to see Jackie Robinson and Roy
Campanella and Don Newcomb, the Black players.... I know that even
before that my father and my uncle used to take me to see the ballgames at the
Polo Grounds where the Black teams played in the early '40s. The Cuban
teams and the Puerto Rican teams, you know, Black teams. Kansas City
Marks were playing. I saw Satchel Page and all those people. And I guess
"Joe Louis, Marcus Garvey and Jesus Christ" [laughs]. Being Black maybe.
But I know I've always been advocating that kind of position. "Up you
mighty race" position.
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After the assassination of Martin Luther King and the numerous uprisings in
major cities in the late 1960s, the push in colleges and universities for Black studies
programs sought to rectify educational deficits. Proponents of the movement
recognized that one of the ways racism had been perpetuated was through
textbooks, teacher bias, and course content. The Black Studies department at the
university Patti attended was on the forefront of establishing such a program,
spearheading an alternative elementary school with a culturally diverse, socialist
oriented mission. She enrolled her daughter in the school, and her participation
with their programs proved to be educationally enlightening for Patti as well:
Being involved with that school introduced me or exposed me to
people that were involved in some different ways of looking at the society that
we live in as people of color.... [T]he bottom line is why do you have to
know things like what neocolonialism is and colonialism is, all these words,
when you live it every dam day. I don't think it's really important for people
to know these labels per se on one level. That's again sometime the
intellectual what do they call it? Intelligentsia or something, that says you
have to know these titles. Look, you live it. That's all you need to know.
But anyhow I'm saying all this to say [the school] offered me a group
of people in which I felt really opened me up and helped me grow.... I think
that they gave me an instrument in which to not just look at myself in a small
box as a person, you know, Patti, small box, you know, operating out of this
box. They kind of had people look at what's going on at an international
level, particularly with people of color. And like most children, you kind of
are self involved and you think the world kind of revolves around you.... I
did think that my little world was the whole world, and my little world was
my little world. A legitimate part of the world, but only an aspect of the
world.... Some people never go out of their block and their whole world is
around the one block they live on.
I learned a lot that I didn't know about. That there are other people
that are thinking and feeling, suffering and celebrating the same way we do in
other places like Nicaragua, in Mozambique and wherever. And I had never
thought of that idea at that time in my life. I was young.

The next part of the chapter includes a profile of Alois, age forty three. A
small-built, energetic woman, she talks about growing up in New York and her
current teaching, and reflects on possibilities for the future. Her story is pointed in
that it demonstrates the influence of particular values and circumstances on her self
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image and relationship to others. Her ongoing attempts to evaluate and make
meaning of her experience also attest to her understanding of the changeable nature
of identity.
Alois' Storv
I grew up for I guess the first fifteen years of my life on Long Island. I was
somewhat of a tomboy. I had a boy cousin who is less than a year younger than
me.... And we were raised as equals. [Y]ou know we played together, we
climbed trees together. We played in the factory yard together. And one day I was
called in the house and given a bra and then I was told what I couldn't do. I
couldn't lift heavy things, you know. And it was like announcing to me that I'm a
female [laughs]. And I think part of my life now is still rebelling against all of a
sudden being told, "You can't do what your cousin does."
I started dancing at seven, once again influenced by my cousin who had
been enrolled in this dance school, and I wanted to do it. And at this dance school
you end up taking everything. You had your ballet, tap, acrobatics, jazz.... And
once a month [my teacher] put music on and you had to improvise. You had to get
up and dance whatever you felt. I hated it but she made you get up and just express
yourself. It was frightening. But after a while you got used to it and then it became
very natural for me....
During that time I remember my street things. I was beginning to get wild
in the street. One day [my teacher] was taking me home and she said, "You're
gonna have to decide do you want to dance or do you just need to take some time
off? If you want to dance you're going to have to get to see it more serious." She
saw I was not concentrating to my fullest, 'cause I was beginning to look at little
boys and run, you know....
[W]hen [my teacher] wanted to take me into the city for classes and stuff,
my father made a suggestion that I not make waves. I shouldn't get that personal
with the dance teacher. 'Cause she wanted to take me to her mother-in-law's house
and go swimming. [My father said], "I'll take you into the city and take a dance
class. And then we'll go out to my mother's." And I remember he said, "Don't
make waves." And I said, "I was bom to make waves!" I always had a fast
mouth....

[A]s time went on I ended up going by myself.... I borrowed these jazz
shoes that were too big [laughs] 'cause at that point I was going to do it. I wasn't
going to wait any longer for people to tell me they gonna take me somewhere. I did
it.... My mother didn't know where I was. We'd sneak out, come here to the city
after I learned how to skip school and come into the city and take classes, you
know. So that went on....
What busted that reality of the [teachers at the school] liking me and really
being interested [was that] there was a group called the Manhattan Rockettes. It
was like a summer group portion of the Rockettes. You didn't have to be as tall,
and they worked up in the Catskills. And [my teacher] and the owners of the studio
said, "You could do this." 'Cause my kicks were high enough and my tapping was
strong. And they said, "We'll give you the number of the audition." I remember
coming in here to the city. I couldn't find that place for nuthin'. The phone
number was wrong. So I just thought a mistake had been made. That year at the
end of the recital they announced these other girls made it. And then when I went
to them they said, "Oh, well we didn't want you to be hurt, but they don't hire
Black people." And then I said, "Well then why did you tell me that I could do
this?" And I worked all year to get my kicks, my taps and everything in order for
this audition. I felt I should have been the one to decide if I wanted to go in there
and be ridiculed for being Black, you know. And at that point it was like, "Fuck
you all. Fuck dance," you know. I was through....
At that point I was drinking a little bit. I think I would be like the latter part
of seventh, almost eight grade. I had a teacher then who was puttin' the whammy
prediction—this teacher said, "You all gonna be pregnant by, you know, seventh,
eighth grade".... I had very little interest in school.... And people didn't
necessarily like me because, I mean I didn't really run with any one particular
crowd.... Like I said, I was interested in boys. I remember I was drinking. I
could have been very much an alcoholic very young. And that was because there
was nothing happening at home.... By the time I was bom my father and mother
did not have a harmonious relationship so the house was not a harmonious place.
And I didn't particularly like to be there....
[M]y grandfather migrated from Guyana. And he worked on the Panama
Canal.... [He] had gotten enough money to come out to Long Island, there wasn't
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hardly any Black people, and set up business, cement business. He helped
create this Black community where people who used to be domestics now bought
their homes and they could just commute to their jobs.... So it was a family that
was a very proud family. In a sense we were here in America but it was also a
closed family. My grandfather's goal was that he did not want any of his sons to
have to work for White men.... [A]nd our thing was: You do business but you
never get personal. And that's why my father's thing when I started getting
personal with this dance teacher was: You're not supposed to do that. You work,
you're friendly, you go to the weddings, you send flowers for the funerals to
different people that you've done business with but you don't get personal. All my
holidays my friends were my cousins. Holidays you spend it at the family and
maybe a few other Black families that were in the area. Otherwise you just with
family, you know.
I danced, you know, and went to the classes out to Hempstead.... But it
couldn't make the overall impact and keep me from fornicating because I had
already stepped into that world. And so that by the end of ninth grade I was
pregnant.... I packed my stuff up and moved to DC. I saved 'cause I always had a
job. [M]y father had different things like when you couldn't obey his rules in the
house, that was the time for you to leave. So I was not obeying his rules. So I
made plans to leave.... I moved and I went down to DC. 'Cause I'm thinking DC
being the capital, Black people would be together.... And I'm finding the average
DC person is straight up the Mississippi River, and I learned that every "brother"
ain't a brother. I learned how ignorant White folk could be....
Somebody recommended me to the YMCA.... I checked in there, met these
two girls who said People Drugs are hiring counter people. By the time I finished
lying I had me a register job.... I worked the main register so I would steal the
stuff from inventory and sell it back to the employees and just pocket the change.
And that's how I was making extra money to have my baby.... So my little bank
account was growing. And I think I had to have at least a thousand dollars to have
a baby 'cause I wanted to go to a good doctor and good hospital....
And this guy—we were dealing this liquor together, he tried to get me to,
you know, sleep with him.... One night he said, "Let's go over to this
discotheque...near my house." So I changed and went out there with him. We go,
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it started to rain so I went inside the house with him, and I never got back out, you
know. And that was my first time being raped and brutalized. And when I left out
of there my vagina was so swollen, so, you know, my face—he smacked me up a
little bit.
I had to work the next day. And I went to the job. And I'm asking the guy
could I go home, could I switch my hours. And he-this is a big fat White man. I
hated that man. He's like, "No, either you're on the job or you quit".... And at
that point I plotted to kill this boy. I plotted to kill him.... It must have been a
couple of weeks.... And that was the time I realized I could not hold hate in me.
'Cause it took up so much energy to want to kill him and do this plotting. And it
was wearing me out. And then I said, "Does this make me a chump that people can
do things to me, and that I won't be able to protect myself?" And finally one day he
walked up to my cash register and apologized.... [H]e said he apologized for
taking advantage of me and making me do what I didn't want to do. And I said,
"Okay, your apology is accepted but you stay very far away from me. Don't come
near me."....I just didn't want him near me. I just didn't want him near me. [A]nd
I was more concerned and distracted with the fact that I couldn't keep enough rage
in me. 'Cause I felt a person like that should die. And he should have been dead.
And I mean I've knocked guys up. I've cut people before who tried to pull on me.
I guess people been pulling on me since I was about ten or eleven, you know. And
a lot of times I didn't know, at that age I didn't know why, but you could just feel
something's wrong....
[Ojver these years I've been doing fasting and trying to cleanse a lot.
'Cause like I've been like this for a lot of—part of my life, you know, especially
after these rapes, you know, and having [my son]. I remember I had the dream,
and I remember the incident: I was in my parents' room with my brother. And I
remember he said, "Let's play a game. I be the dog and you be the fire hydrant."
And it didn't feel good, and I remember slipping away from him and slipping out of
the room. And I don't know what all else could have happened during that point in
my life, you know. I remember having a dream one night, my father coming into
the room and me seeing his penis. I don't know anymore about that.... I really
begin to see that there might be other things in there, you know, that need to come
up, why I was like this and why I was always ready to go. And I don't know.
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Like that man who saw me, you know. There was a man at twenty one who turned
me on to cocaine and he made it clear that he had watched me from the time I was
eleven years old. I used to play with his niece. He waited for the day I was old
enough. And he used to talk to me and he taught me a lot of things. And he taught
me a lot of things because he waited for the day I was legally old enough for him to
take.... So I do remember always having to get away from people.... So those
kinds of things, you know, have always been a thing with me, and that's what I'm
trying to in a sense flush so that I can eventually have this healthy relationship with
people....
I finished school, and I went into the master's program. I was their first
African American fellow in that department.... I tried to commit suicide up there,
you know.... And in order for them to release me [from the hospital] I had to agree
to see the psychologist.... I mean that's the intensity in which I was living and just
trying to hold this together.... The strain, the mental strain had its toll. And
eventually I couldn't figure out all this shit, you know? 'Cause it was going on....
I was losing senses of what was real, what wasn't real, you know. I would sit in
this...antique rocking chair I bought, and I would just rock for hours.... And I
used to drink at least one bottle of wine a night in order to get to sleep. I realized I
was losing it. People would call me from New York and I couldn't remember who
called me. I was losing it.... And I just couldn't hold on. I didn't know what's
real, what wasn't real, what I was doing, who to trust, who not to trust. And one
night I got up at three o'clock in the morning and got in my car and left. I got up
and I left and I drove back to New York. I ended up finishing [the program]....
And it took me much longer working, but I got it done. So I do have an M.F. A. in
Dance Education....
I teach at Patterson University in Connecticut. I teach jazz dance from a
historical perspective. It's a course that I've been developing these seven years that
I've been there. It's a studio course with what I call mini lectures.... The kind of
contract I have is I don't have administrative responsibilities. I only have to be
accessible to students, and that's what I want. That's my purpose for being there.
I find the people that consider themselves scholars, they deal with theory,
they deal with books. But a lot of the material that they theorize is not functional
out here in the real world. It's just that. It's theory.... So they can give lectures
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but so little of that is taken and in a sense put in maybe in a satellite community and
worked to say this can help people be better people. Or this is how we can break
certain negative cycles within our society. They talk about the reasons but don't
come up with the answers. And very few of them leave that environment. Once
you have tenure you're there. You don't have to go out. You're not answerable to
a bigger picture in terms of the population. That distresses me because...what I see
by doing workshops in public school systems [is] that the continuity of learning
and the circular breathing in terms of what you learn in grade school, high school,
when you go to college, then it doesn't flow back. So that's where I find the whole
educational system not being an even flow where you can progress to one, to the
other, and come out with something that can then be regenerated and expanded
upon....
It's a liberal arts college. The kids are intelligent but none of them really are
specializing. Like my dance students are okay but none of them are at a technical
level for me as a choreographer to really be able to put the meat into it and be able to
use these students as a choreographic resource. Because I'd always have to make
compromises for their physical limitations, 'cause they're not studying as students
intensively enough in the art of dance.... That I don't so much have a problem with
as much as I do with a sense of commitment to whatever a project is. Me coming
out of New York and out of a perpetual sense of running and doing.... I expect that
level of self commitment if you're going to choose to walk into a studio. [A]nd
that's one of the things that I say the first day of class. "Don't walk in here because
I'm in here teaching and you've heard about me. You better walk in here for
yourself.... I'm not gonna babysit you”....
There was a student that I had from over here in East Flatbush. I mean one
of the roughest areas. And this girl was one of the gentlest souls that I've ever met.
And I said, "Girlfriend, what your momma do? Keep you locked up in the house?"
She was so gentle that the coarseness of this university itself would get—I said,
"Sweetheart, if they ever get you this nervous," I say "you know what you gotta
do?" "What?" "You gotta tell them 'FUCK OFF!"' She said, "Huh?" I said, "You
gotta tell 'em 'fuck off 'cause they upsetting you." Because she was so gentle.
The way she approached everything was so thorough. And it was so interesting.
She stayed with me two semesters. To see this person go from almost being
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frightened to do a movement, to then walking on up to the front of the line because
she knew she had it. And yet she was always gentle. That was the thing I used to
talk to her about. "How do you find what you want to be and who you are? But
you have to be strong enough still to deal with everything that’s out there so that it
doesn't disrupt you." And those two semesters and just how she empowered
herself with the movement and became less afraid and less concerned with "Oh, am
I gonna make a mistake? Am I doing it right?" [I'd say], "Just do it. Do your
best. Do it for yourself. Don't worry about what I think. You're here. Do it"....
I have full benefits. I teach twice a week. I teach two courses a semester.
[I'm a] Visiting Lecturer. So that's the only reason why I don't jump around to
find anyplace else. [A]nd the salary isn't bad. The salary isn't bad at all. So that's
why it's like I felt I was blessed. And this was something that I saw there was a
need for.... [A]nd because nobody really checks after me I've had that space and
time. And, you know, universities are corporations. As long as you have a full
class and people say it's good-the students, because they spend so much money,
as long as they say it's a good class you don't make any waves, they don't care,
you know....
[T]he whole sense of history and the exploration of dance history has been
in my life since '82, '83, in terms of really consciously studying the progression,
the physical manifestation.... [It's important] to learn and respect that there is a
cultural evolution within African American culture, just as there is in European
culture. That jazz dance can be considered a classic dance just as ballet. But not to
say just say it. It's to have this experience. Now what's different is that jazz
dance reflects the whole art of survival with improvisation. We as a people had to
be very flexible and knew how to improvise with our lives in order to survive....
You improvise, you make up something new in order to stay unique, to show your
individuality. That each individual has a voice. [I]t's very valid for me....
Improvisation is just not moving your body till the music stops. It is the
development of a theme, the exploration of a phrase, you know. And within that
you express self and you expose self. You share self with your audience. It's not
that you project above your audience. You're sharing with, you're communicating.
You're learning as well as teaching, so that becomes a circular exchange....

I was out on tour with Sun Ra (a musician). And I was doing these steps
and he had names for them.... I found those steps. I didn't know what I was
doing. And he said, "Oh, you're doing the Suzy Q." And then I realized: Are we
reinventing the wheel? I had heard...that there were these older people that got
together and danced. But, you know, we were "intellectual modem dancers." We
didn't go out of our way to find them, you know. We heard it was kind of a closed
group. But when my spirit was ready I found 'em. I found Norman Miller and
Frankie Manning, and they was doing the same steps that I was doing with Sun Ra,
but they had names for them. It came from someplace. I said [to myself], "Fool,
you reinventing the wheel." And I approached them about learning and being part
of them. And [one of the dancers] said, "Let me see you swing out!" And I
danced. She said, "You can't swing. You want to come and look? Watch?" And
for almost three to six months I went to their rehearsals every Sunday morning and
I sat on the side and I...watched.... I was the gofer. Because one thing. I did hear
that they did not like trained professional dancers because they didn't swing. They
had no feeling, you know. They were too Eurocentric. So I didn't let nobody
know that I was a professional dancer. I just went and I watched and like damn,
this shit was swinging, man. They was dancing to the big band music and they
was—I'm like "Shit, I can do this".... And I went and I watched some of the
videos up at Lincoln Center library. Them as teenagers, Day at the Races, Hell's a
Poppin' that they did with the Marx Brothers.

And one day one of the dancers didn't show up. She said, "All right,
you've been sitting there long enough. Get up and dance." And I got up. But
because I'd been practicing on the outside, I could swing by then. She's like,
"Yeah." And what it was, it was totally—it was like I had to go and—you talk about
humility. I had to go into the situation and say for myself, "You can't dance" so
that I could be totally open to what it was that they—To not say, "Oh this looks like
this step or this one." No. This was in and of itself, and I had to receive it like
that.... I had to...humble myself.... I had to approach it naked, like I was a brand
newborn baby. "Now y'all raise me", you know.... And I don't think I have ever
been the same because this kind of dance, like African dance, you don't separate it
from your life. It then incorporates certain life values in terms of being in rhythm,
being flexible....
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[Y]ou're always learning. [A]nd there's so much that you can only learn by
getting these people before they cross over. And for me it's not even so much
learning it to teach. It's learning it to make some sense out of my own existence,
you know. I really do it for me first, to make some kind of sense out of why I am
here in this flesh, in this color, you know. What does any of this shit mean?
[W]hat they've experienced, what they've come through. Because we are living the
effects of it, the results of it, the failures and the success of it. And then we have to
take it to another level. How do I understand who I am if I don't understand what
came before me, you know?...
That's why when [students] start breaking something down to the minute
point where it's not even the phrase anymore-I find when they get to those points
of that level of intellectualism, I freak out. You will not tear me apart to become
nothing. It happens in a whole.... This step is in reference to that total phrase. So
when you're dealing with a four bar phrase you don't just practice that one bar.
Because that one bar came from somewhere and it goes somewhere.... You don't
just start and say this step here isolated. They happen in groups. You sing a song
in groups. It's like somebody tearing me to nothing--you know like piecing me
apart. I remember the first time I felt that, and they're like "Well, what is this?" and
"This is this?".... I just felt myself inside being—And that's when I realized I am
it.... I am the concept, so...you cannot tear it down...like this. It works within this

kind of existence. And that's how I live. And so when it got down to it, it was like
I felt my life in danger. I felt my existence as this dancer endangered....
[H]ow to learn in my class is just as important as learning it.... So what I
give them is my dance values. I then have to trust what they do with it. But the
biggest thing is they go out and leave my class with respect of it, that it's not just a
light recreational thing. But it's something that comes from somewhere going
somewhere. And that they as individuals can have a voice, because that's what
makes jazz a universal art form. But as I tell 'em, I say, "[E]ach movement that I
give you, you have to find your total being. Don't try to just look like me." I don't
want 'em to look like me. "'Cause you didn't live the way I lived. Find how you
live and yet do the choreography"....
And so through dance I teach life, a reflection and expression of life. A
process and a vehicle to help people explore, decide about their own life. I've had
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comments that "It's fun but she makes you work. She makes you find yourself....
She makes you do for yourself.... I want them to feel good about what they did
with themselves, because then no matter what it is they choose to do in life, they
know that they got the power to do it for themselves....
I’m respected [in the college] mainly because I’m the most actively working
professional artist. So that creates enough intimidation to supersede any kind of
racist attitudes that might prevail, which, the teacher before me was always
screaming about how racist they were. I don’t like to use up energy with that. I’m
a doer, you know. So that helps insulate me from what insecurities there are. I
mean they just who they are, you know.
I don’t try to be their friend. Going back to my childhood, you do business
with them, you know, but you don’t go and lay up in the hot tub with ’em [laughs].
You just...be colleagues. You have something in common. You work with that.
And after that I go home. So that also keeps them secure. The other part is that I’m
not trying to get tenure and trying to deal with any of their jobs. So in essence I
have no problem at that level of isolation. I go to one or two faculty meetings.... I
don’t want to submit myself to people that I don’t truly respect in terms of them
being qualified to judge me. I go to the elders. I go to people that I respect who are
beyond me. And if they give approval of what I’m doing— You know, usually
whenever I do a production, before I do a lecture, there are people within that that I
go to to make sure what I’m projecting is correct. Once they say it’s cool I don’t
care what a critic, I don’t care what a White person, I don’t care what any of those
people say. Because it’s like in the tradition, the elders of a community, they
decide. And there are elders here within this Black community, the dance
community, like Thelma Hill, Olive John, you know, Max [Roache], Cecil Taylor,
you know, all of these—Frankie Norman. I don’t speak on the Lindy Hop. If I’m
gonna do something I call ’em up. "Is this correct? Am I saying it correct?"—I take
it to the people who lived it who I am representing. And if they say it’s correct,
can’t nobody who just read a book—'cause I know now. Them books interviewed
by them people could be lies. So I don't want to be judged by that. I won't put
myself up for their scrutiny because I don't feel them qualified. A goal of mine,
which I've seen happen, is [for] me to get to where they just say, "We will give
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you tenure." If they want to give it to me because of who I am and what I'm doing
just based on that. I'll take it. But I'm not gonna ask them for it.
In the African American program, as far as they're concerned I'm too
simplistic. I mean they in their whole struggles of being accepted, you know,
they're gonna do everything the White folks want them to do. And they saw that
they still can get denied. And my thing is I'm not here to please nobody. I'm here
to do my job. They figured if they got their Ph.Ds and they wrote all the books that
they would then be brought into the fold as equal. And then they found that they
was denied or paid off to leave....
[M]ost of the people in the African American studies department are either
White, married to White people or come out of very upper middle class bourgeoisie
things. So once again, [a] nappy head woman looking like me coming in fast and
hot from New York is not very appealing. But once again the results of my work
speak for itself and gives me a place there. So they just leave me alone and once
again, I don't go and sit down and eat lunch with 'em. I walk into the little club
and I say hi to everybody, how everybody is doing, and I go to my office, do my
stuff and go to the studio....
[T]o me I've found my survival in those kind of institutions is not investing
my whole self into it. So that if it gets stupid you can always walk away. That
university knows I don't need their money. I enjoy it 'cause it's steady, but I never
let my standard of living get to the point where I need their money.... And I think
for me that gives me freedom. It gives me freedom to make mistakes. It gives me
freedom to step out and to take chances, where people who have mortgages to pay
and bills to pay, they won't. They won't always speak out. They won't, you
know....
So that's...how I've been able to get along. And that's why I don't want to
buy in to any great extent into that kind of environment, you know, to any
bureaucratic environment. Because I want to teach. 'Cause I want to share the
information. I find with the expansion of information is the ability to change
situations. I feel racism and violence is based on ignorance. So if I want to sit
there and say it, then I've got to do something to make it different. At least as much
as I can do as an individual. So that's why even if I'm performing all around I
always find it's necessary to be teaching. And my performance is a teaching
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vehicle for breaking down ignorance.... That's my contribution to change the
world. If I can make any one of those [students] a better teacher when they go out
to help and understand some African American child so they don't put just a label
on them and throw them out to pasture, then I have helped the evolution of this
society and the world. So that's why I do it.
I once said having been around people like Thelma Hill, Olive John, Ilio
Parmeri, that my goal is one day be a master teacher.... [T]he art of teaching is
absolute giving. So that when I [hear] teachers say to the student, "You're not
giving me anything back," a teacher's not supposed to need anything back. You're
supposed to give and empower. What you might see, you know, you might see
glimpses within the process of a student going "Ahh! I got this." You might
not...ever see the effect of what your work is. But you have to trust that you're
doing it so that you are potentially laying the groundwork for growth. Helping
people create values and expectations for themselves. Then they will have
expectations for the society out there, and they won't take just anything....
I woke up one day in Austria in a cold sweat wondering what the fuck am I
dancing for? I am not the best dancer, you know. I'm not doing these phenomenal
things. I [do] average, mediocre choreography. I make no profound
choreographic statements, ethereal, you know, heavy duty. So what are you doing
here, man? And I realize what it is is that I have lived an experience as a dancer
with musicians that very few dancers have ever had the privilege of doing. I learn
about the body and I learn about dance movements in a studio, but the philosophy
of creating art and of dancing I've learned all from musicians....
I try to keep myself diversified and that's why I work so much.... Not
having all your eggs in one basket. [N]o one source is my major income.... I
cannot do it all the time in terms of just teaching and not having other stimulus in
my life. The performing nurtures the teaching. The choreography nurtures the
teaching. It gives me new things to bring. It gives me new ideas to explore. So
one feeds into the other.... [Y]et with each step I take I get incredibly incredibly
frightened. Because I mean I don't know if it's wanted. I don't know if it's the
right thing to do or the wrong thing to do. If it's needed, if it's wanted. I
constantly have to try to tell myself go do it, go do it. And maybe somebody might
want to hear it, you know....
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I talk shit but at the bottom line I don't have this Hercules courage and self
confidence. I am insecure as a motherfucker because people have told me, you
know, from my mother, that you're not good enough to do this. Or you don’t have
the right kind of body, whatever, you know. And yet I still do it. And it's not that
I do it because I so strongly believe in myself. I believe that either you sink or
swim.... I usually swim. 'Cause my instincts for survival are that strong.... So
I'm beginning to say just the fact that I have survived to speak on it—I have raised a
child that can take care of himself and has not been in jail, I have not missed a meal
and I've never been on the street. And I now own property and I have been able to
make a livelihood as a dancer, teacher. That's how I say I must be somebody, you
know. And that's how I just keep my courage.... I'm a fighter, you know. Now
I'm in the process of trying to explore being a woman, being vulnerable, being a
leader without being too hard.... I'm just trying to keep my vessel open so I can
hear what it is I am supposed to be doing. And I do feel confident that this dance,
the teaching of it, the sharing of it, the expression of it is the vehicle for now. And
we'll see where it goes....
I do dream sometimes when I stop this, of having a garden. Waking up and
having no plans for what I have to do before the sun goes down. Just waking up
and just being. I know I feel like those are things for me I want to experience while
I'm here on this planet.
Summary
Because the identities of the participants have a tremendous bearing on how
they function in their schools, my intention was to point out some of the means by
which their artistic and social knowledge have been constructed. The participants'
artistic development resulted from lessons that stressed such values as the social
and personal significance of the arts; the importance of envisioning the world from
uncommon perspectives; the usefulness of certain creative attributes, the sense of
personal gratification that results from creating art; and the fact that the art world is
directly affected by racial discrimination. The participants viewed their families,
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teachers, professional artists, community members, and arts organizations as
vehicles for these lessons. In varying and composite ways these experiences have
molded, guided, and fueled their desires to become artists, providing the
participants with technical and emotional ammunition to pursue their goals.
In terms of their sociopolitical development, the biographies of each teacher
is situated in a rich, yet complex array of social, economic, and political
circumstances that to varying degrees affect how they function and make meaning
in their worlds. Issues related to color categorization and status among African
Americans, class association, the challenges of coming to terms with social and
personal expectations related to gender, and the repercussions of racial
discrimination are all interwoven in the participants' psyches in various ways. At
the same time, the safety net of family, political organizations, religious institutions,
and significant allies have enabled the participants to feel secure, gain clarity and
renew their strength. The participants learned lessons about resisting various forms
of discrimination, asserting opportunities for self-determination, and negotiating
terms for social inclusion. These events, conditions, relationships, memories, and
realizations have directly and indirectly, consciously and subconsciously shaped the
individual and collective perspectives, identities, desires, motivations, and
convictions of many of these participants.
In Alois' case, her lessons have come through a range of messages and
circumstances. Some, including her exclusion from the dance company as a child,
her father's instructions to maintain a formal distance from non-family members,
her grandfather's struggle to survive in America and not have his son's work for
White people, the development of leadership abilities and incidents that shaped her
independent nature, the rapes she experienced, and glimpses through dreams into
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some of the reasons for her sexual vulnerability have all contributed to how she
views her place in the world, and specifically, how she positions herself as a
dancer, teacher, student, African American, and woman.
For some participants, their experiences serve as reminders of where they
came from. For others it assists them in deciding where they want to go.
Generally, the variety and intensity of their encounters, knowledge, and feelings are
impressive, and as Alois' story suggests, they provide a context for the values the
teachers hold and roles they assume in their classrooms, which will be examined in
the next chapter.

CHAPTER 6
TEACHING VALUES AND APPROACHES

Introduction
The data analyzed in this chapter address those values and approaches that
the participants encourage for their students' creative development, as well as
insights into their own roles in facilitating student learning. The principles that
characterize musical improvisation, and which are manifested in aesthetic values
across the fields of music, dance, and visual arts, as introduced in chapter two, will
be further explored in this chapter. The reason for returning to this discussion is
that many of these principles have also been translated as lessons for classroom
learning by the participants. In this chapter, I will explain how the musical
principles correspond with those teaching values necessary for creative growth
identified by the participants. My challenge in pursuing this analysis has been to
avoid superimposing concepts presented in the literature review and applying a
literal translation of those principles to the teachers' pedagogies. However, I have
essentially identified issues that I felt were most evidently displayed in the data
about the participants' teaching values, approaches, methods, and concerns, and
measured them against improvisational principles.
This discussion will be organized in three parts, in conjunction with the
following three improvisational themes, now explained in the context of teaching
values: 1) Interaction, which is the ability to be open and responsive to various
sources of information in order to broaden the learners' perspectives; 2) Definition,
which involves making sense of a subjective locale and asserting or forging a
personalized interpretation or perspective of knowledge; and 3) Transcendence,

which entails viewing the mechanics of art-making as servicing the broader purpose
of expressing human values. Finally, as part of this discussion, reflections from
some of the participants about their own roles as facilitators of these values will be
presented.

Interaction
The principle of interaction translates into the teachers pedagogies in a
number of ways. Some teachers acknowledge the interactive nature of art and
promote an understand of how art as a discipline relates to other facets of
curriculum. Others believe that it is importance to study the arts in direct relation to
more general social issues. Most of the teachers feel that discussions about culture
and race cannot be omitted from the study of creative expression because it directly
affects the way students perceive themselves in relation to the experience of others.
For Petra, the traditional stance of dance as a pure form, practiced and
taught for its own sake is problematic:
I've never seen myself as a position person. I never identified with
programs or departments that are very positioned.... I think it's what has
really [pause] kept me in a very reactive relationship to dance departments,
because they are so positioned.
To me, as a discipline, dance is one of the most adisciplinary fields
that I can think of. To me it's such an impostor as a discipline because I see it
as being what connects so many different things. And I've always reacted to
the way dance departments position themselves as being legitimate, selfcontained programs that are really separate from music, separate from drama,
and separate from other arts as well as other academic disciplines. Separate
from history and separate from anthropology. It's always been very selfconscious as a discipline as being separate....
I think you have to come out of the separateness of things and come
back into a language which draws things together. And I'm trying to find that
language now and I don't know, I think in part it'll be a language that I
create.... [F]or example. I'm attracted to cultural studies because I think it
has that kind of cross disciplinary language. I think it's inquiring into how
you bring things together, instead of...managing to hold onto all these
different paradigms, which are separated for political reasons. That's the only
reason they're separate, you know, and there's a reason for them to be
separate. If you're going to uphold those pieces and their relationship to one

another you have to understand the political framework which necessitates
that they be separate. But if you push that aside and you look for a different
kind of order, then you see that they by nature gravitate together. They want
to be together.
I'm attracted to that [pause] that kind of rationale, that kind of
function. And I'm trying to find it in the way I teach. Not so much in the
content or subject of what I teach but in the nature of the dialogue and
interaction of what I’m teaching, and in the language itself. And that's been
an interest of mine all along. But now I'm becoming more articulate about it.
I'm becoming more conscious of it. And what it enables me to do internally
is...to let go of "dance" on some level.
One of the pitfalls in maintaining the divisions and "stations" between
disciplines is that the arts are ranked low in education. Sadik described some of the
prevailing myths about art in his school:
Sometimes people who are in art are apologetic about being in art. There's a
lot of that. "Science and math is better than art." Haven't you heard that?
You know, if you're gonna close down somebody you don't close down the
science department. You close down the art department, the music
department, the phys. ed. department. That's the way it goes on that....
What's in people's minds that those things are more important?.... "These
other things we can do without." Really? Huh. Not really. [I]t's the whole
idea that culture is less important than the sciences. I feel it in my own
department.... [There are] hierarchies in people's minds as to what's
important.
Interaction is a response to separation. This separation is evident, for
example, in the ways that artists are perceived by the public and among practitioners
themselves. Divisions among artistic styles within a given arts discipline often
disable dialogue across styles. Petra views this as a way that commercial control is
maintained, which puts unnecessary stress on choreographers:
The dance world, it's really rigid. It's like when you're in a "scene"
you're in a "scene." Like in the African dance thing, you're in the African
dance thing. If you're in the Ailey thing, you're in the Ailey thing. It's
completely separate. There's no conceptualization that you bring pieces
together or that you can as an individual float in between the communities.
And doing so makes you separate. It doesn't bring you into a new work or a
new form....
And commercially what's happened now in the dance world is that
[pause] African American...choreographers...have been put into the superstar
syndrome. So it's like there's only one Bill T. [Jones], and there's only one
Jawole Zollar and Urban Bushwomen, and there's only one [laughs] Beebee
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Miller. And there's a whole politic which is ultra commercial in its agenda....
[I] think that kind of keeps that separate too. I'm not at all attracted to that
trap. I'm not at all attracted to what's involved in it and the funding that's
involved to keep work alive. It's very, very narrow to me.
Patti expresses interactive values by affirming that artists' worlds should be
more connected to those of non-artists, and that boundaries between experts and lay
people should be minimized. She attempts to do this in her classes by
choreographing works for untrained dancers in order to obtain a more natural,
realistic feeling in her students' performances. Just as Sadik challenged the status
of the artist at the bottom of the hierarchical ladder, Patti spoke about the distorted
perspective of the artist at the top:
That's an elitist kind of thinking. The idea that people in the arts are special
people. We're not special people. We just happen to be attracted and took the
time to get involved in that area, which just happens to be the arts. But we're
no special people. See, that I don't like. You know, you'll hear that kind of
thing. "You're just different. You're just special." No, we're all special.
You know what I mean? We are like the street cleaner or whatever. It's just
that we chose the dance or theater or visual arts or music. That's all.
Patti encourages communication between her dance students and the general
public by maintaining an ongoing relationship with community centers and other
service oriented institutions in the town surrounding her college. On Martin Luther
King's birthday, her students performed at a community center that administers a
literacy program, daycare center, 'meals on wheels' program, and welfare service
for young mothers, as Patti explained:
I did it for two days and collected a lot of canned goods, a lot of clothing, you
know. And what I did was I donated it to the two community centers that do
the most work with people. I donated to one that was White, and I donated to
one [homeless shelter]...that was Black. And what I did was I brought my
children, my students to that center because we were dealing with dance as a
vehicle for social commentary. And some of my students expressed interest
in homelessness or what that was about. And we went ahead, made a
connection with the director of this shelter, and he...invited us in and showed
us around. Now you're not gonna get it first hand like if you were a
homeless person, but you get it pretty close. And I do believe in [getting]
hands-on or as close to hands-on experience as you can possibly get.

One of the art classes that Mariah teaches is called "A Closer Look at Three
Artists During Troubled Times." Like Patti, she integrates social issues into her
curriculum. Mariah focuses extensively on the interactive, inseparable relation
between art and the lives that artists live. The contemporary artists whose lives and
work they examine in class are active practitioners committed to social change. In
addition to studying the artists, she occasionally brings in videos and films that
address discrimination issues, making discussions about gender, class, and race
equity integral components to her course content. Mariah described her students'
reactions after showing a particularly powerful video that addressed the way mass
media perpetuates racial stereotypes through children's cartoon imagery:
The class was stunned because they did not know just how much
racism was a part of day to day things in this country. When the video ended
they were just sitting there and they started to say they didn't know about the
Bugs Bunny or they didn't know— At first they were laughing at the
cartoons. And as it went on and they started hearing, then they started feeling
like they had been a part of something that they didn't realize.
This is basically the White students. The Black students know this
already. They know when they see racist stuff a lot quicker I would say than
the White students. So then they're saying that they were surprised. They
didn't know about the cartoons. Why would anyone want to do that? And on
and on about some of the images.
In the course of discussing racial stereotypes through visual imagery, one of
Mariah's students shared a personal account of how she had been affected by
denigrating media representations. The young woman was bom in Korea, had
been adopted as a baby by a wealthy Swedish family, and was raised in Sweden.
The video triggered an emotional response in the student, as Mariah explained:
[S]he told us the story [about] how she grew up and that she never ever saw
any images of herself. Except she went to see Breakfast at Tiffany's and
seeing that movie brought it back to her. That there's a scene in the movie
where Mickey Rooney plays Mr. Yamaguchi who's in this building that
Audrey Hepburn lives in. And...Audrey Hepburn rings the bell and...this
guy, Mickey Rooney, comes down and he has fake teeth, you know, jutting
out of his mouth. And they've pulled his eyes back, and he keeps talking like
his mouth is open and his teeth look like they're gonna jump out of there.
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And he's in this fake Asian accent which is totally demeaning. He's yelling
down and he's acting so bizarre and so weird. The only time you see this
man, this is how he's behaving, screaming at her and stuff. And it's a joke.
She was so hurt by that. She was a child, and because she knew he was
supposed to be like her people.
Another way that the interaction between sociopolitical issues and
curriculum content was expressed by the teachers was through their concern that
students be provided with a broader representation of cultural contributions through
the arts than they themselves had been offered through their education. Most of
them agree that integrating the contributions of African American and other world
cultures into their curricula is a priority. Nduma spoke about his evolution as a
musician and the resulting expectations that he places on his students to grow in
their awareness of world cultural expressions:
[I]n order to get a...Ph.D. in composition with any institution, you
have to demonstrate a certain level of competency in the canon of the tradition.
So I don't regret having done that, but I find later on that it's not enough of
that that allows me to express.... I've always said essentially I've been
bilingual in music. That is, European is one kind of tradition. It is a
language. I mean the way Miles Davis will play eighth notes is very different
from the way Mozart intended. So they're different languages.
So rather than being just bilingual in music I think I'm extremely fond
of music from these skills that express things differently from the African
American tradition, and certainly different from the European tradition. The
use of melodic gestures are different. So that I'm very, very moved by music
from India and Pakistan where there are great virtuoso singers and players.
That's an improvising tradition incidentally too. So my music now that I'm
writing has that. So it's three languages more or less now.... My challenge
now is to reduce all of these languages that I've acquired a sensitivity to and
be able to express them in a way that is satisfying....
People are accustomed to hearing what they grew up with. Now how
do you broaden your pallet? You have to try other foods. And then you [say]
"Ah, I like this." Then after a while you find life with a lot of variety for
enjoyment. I think music, the arts, can be done the same way. It's only
natural that you're going to respond to what you grew up with. How do you
then go beyond that? You have to try other things, and you have to want to
badly enough to do it....
The key is that...[my students] hear music that they didn't know, and
that some new light is shed upon it. 'Cause most of them don't know where
most of the popular music they listen to comes from. They don't know that it
comes from the African American tradition. They think it's original probably.
It really isn't, not a lot of it....

I'm trying to teach them to develop a taste for different musics. That's
really what I'm teaching. That's what I want them to learn.... [T]hey don't
know much about much of the music that they hear. They don't know where
it comes from. Most of the students are very much shy when I mention jazz.
[They say], "I like it a little but I don't know that I understand it." And when
I mention the spiritual, out of a hundred or more people I may see three
hands. That's a very, very small fraction. Well, they ought to know about it.
So nobody comes to that class without having at least heard about it and then
moved to some extent.
I play Odetta. I play folks who can do these things and move you
with it, you know. That's what I'm teaching, culture. Music, but culture
through music so they can learn to appreciate. They I hope might be more
sensitive to racial issues because there's something great coming from these
people, which they might otherwise think, "Well, they haven't won any
Nobel prizes for science or this, that, and the other".... I don't expect them to
be critics, but in a sense [I teach] criticism because I want them to cultivate
taste.... [I]n a way, developing critical value systems and how they can deal
with music....
So I feel good about it. I think my contribution is a special sort of
way of contributing to higher education, not just as a musician but one that
opens up avenues cross cultural. A capital C is what interests me, I think. A
capital C. Culture is a big thing, a big thing.... See that's the thing. There's
a crossover.... I like cross-cultural things and I do mean ethnic cultures.
East and west, let's put it that way. South and north. And I have found
interesting things out about those through music and art. I've used art as a
means of learning about these things, because it gets you some insight into the
nature of the people. Sol mean Culture with a capital C.
Dialogue is an important part of Clarissa's classes, where dance is studied
in the context of culture. Investigating terminology and cultural assumptions is a
vehicle for teaching respect for non-European dance forms. She encourages her
students to ask themselves difficult questions:
[W]hat does it mean to have different values from somebody else, and how
can you reconcile those? Can you still try to understand them and what those
people believe and then stop and say they have a right to believe what they
believe, just like I have a right to continue believing what I believe? Is there
still space and respectful energy given out?.... [H]ow are we gonna live on
the planet? How are we gonna live in this dance classroom? How are we
gonna live in the world where there's gonna be difference?
Clarissa finds that many of her students have misunderstood the relationship
between European dance and dance from non-European cultures. Not only are
many of them unaware of world dance contributions, but they have uninformed
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ideas about how European classical dance relates to other world styles, as she
explains:
[T]hese students...were offended because I put on a ballet film.
They're so gung ho. They're so romanticized about "ethnic" dance that they
wanted me only to teach the Australian Aborigine, the Africans, the Caribbean
folk and the Eskimo. They don't want to hear that ballet is ethnic dance too.
I said, "Well look, this is your own culture. This is our own culture.
I share a part of this, your all-American culture, you know? I came up in
ballet schools. Why can't you look at a ballet movie and talk about the good
that you see there, the values that are demonstrated there as a result of the
16th, 17th and 19th centuries primarily? Why do you have to judge it in
terms of 20th and 21st century values when in fact that's not even the point?"
In the same way, I ask them to look at Cuban material or Aboriginal
material that is busy doing phallic representations and so-called sexual
gestures, and they giggle and snicker and yet they don't, at this point in time
anyway, people don't put it down. They see that as "exotic" and that's good
ethnic dance. They're imitating human copulation or they're imitating the way
of life. But they're not willing to examine...ballet and the values that are
there. They're ready to push that ballet off because it's more politically
correct to like the exotic now.
Patti, Sadik, Paige, Mariah, and Clarissa described ways that they use the
expertise of colleagues in the arts to enhance their curricula. Clarissa brings guest
dancers to her classes so that students have an opportunity to work directly with
practitioners from those cultural traditions that are being studied in her classes.
Although she conducted the majority of the lectures and studio classes on her own,
one semester she invited Alaskan, Zairian, and Cuban dancers to demonstrate and
lecture periodically throughout the course. She was disappointed with some of her
students' responses and felt that they had not learned what she intended to teach:
[It was] a unique opportunity.... I thought the students would
have...appreciated the fact that they were being taught by specialists from
other cultures. They were being taught in different teaching styles and
different modes. That's what the class was about, about difference and about
learning about dances throughout the world and opening yourself up to
difference. And what came out was a group of students that were apparently
very, very alarmed and very, very concerned about their grades, and very,
very concerned that they didn't know how to add up all this and make sense
of it in the end in order to write a project....
I also found in the end when I read the papers that they had not
learned. They had not learned. I had people that still- Beginning class,

before any of these other people came, the beginning classes, [I would ask],
"What is dance? What is called ethnic dance? Why do we try to eliminate the
word 'ethnic' in this point in time? What is western society? West of what?
Why is that such an irrelevant kind of term? How can we rid ourselves of
ethnocentrism?"
That was the whole part of the first quarter of the course. And yet in
the ending project they were using the term "ethnic." Two of the class
projects in the written text were obviously very, very biased and very, very
Eurocentric and almost bordering on racist. So I have to say that I was
unaware.... I realize [some students] were having problems with me but I
thought it was personality clashes. And I thought that I was managing that by
just being sensitive to them by trying to give them new information and
having them process that in the period of the class.
Paige explained how he had only recently begun increasing his knowledge
about the contributions of Black artists. He feels that it is important for diverse
cultures to be studied and explored on their own terms, according to their respective
merits rather than drawing specific attention to racial issues:
I've done that pretty silently. [N]ot mak[ing] it a racial thing. It's not
a racial issue.... [I]t's like introducing someone to fried alligator, which I had
and I thought it was good, you know? And introduce it as another exciting
dish to taste, not as some poor folks [food]. [Not like] the only thing they
had to eat was alligator tail and they cooked it up and ate the tail. But as
another exciting thing that could stimulate your palette. And I think that if you
introduce the works of the artists that I tell you talked about in that manner, it
becomes lesser a racial thing....
But I mean you can polish a rock and you can beat a rock and you
chip off some of it. You make it into something. But unless you destroy it
and recompose it again with some kind of substance to hold it together it's
still going to be the same thing it was. And sometimes these people are like
rocks. They learn very hard one way, and the only thing you can do is bring
some paint to the surface so that they can see a little bit of it. Sometimes it's
not transposable.... [E] very one is not a substance that will receive like a
sponge and use it. Sometimes people are pretty much set in the way they
receive information. They don't know where it comes from. They base it on
the television, the radio, or a Black face or a White face or whatever, you see.
One of Paige's approaches to integrating discussions about world cultures
into his art classes is to first stimulate his students' interest in an art form and then
make references to how that particular form is approached in other cultures. For
example, after experimenting with the process of developing molds from wax in
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order to create bronze sculpture, his students examined methods used by agrarian
cultures:
They all know that's the way to get...bronze sculpture. But they
didn't know that five hundred years ago there was Africans out in the middle
of the sand creating bronze sculptures. They created bronze sculptures...and
there's no way that you could ever tell any of them there was some Africans
sitting in the middle of the sand in West Africa creating this kind of thing five
hundred years ago, because they didn't have a foundry and they didn't have
all this wax. They didn't have the equipment to go through all of that. But
they created something just as nice.
So we study how they did it. They did it probably the same way we
did it, but they just made a furnace out of trees, out of clay, and out of bricks,
and out of rocks. And they used instead of gas to fire it with, they made it out
of charcoal that they made out of a tree and put it in there and blew on it until
it got hot enough to melt all of this stuff.... And that was their furnace. And
what did they use for a mold? They took a certain kind of sand and mixed
animal fat and waxes and stuff with it and water to get it to hold together to do
all this. They went through probably the same steps in a different kind of
way....
How did I get them to get that information? We just stopped the class.
We get on the bus and we go to Harvard and we go attack that library for a
while until we find as much stuff as we can find. Then we come back here a
couple of days later and we get excited about it.... Now these students have
their round little beady eyes and all know just one way to take it. All of a
sudden they're excited now and their eyes are this big (gesturing). They can
create this thing without any obstacles and without knowing that if you don't
have this you can't do it. They can be a bit more spontaneous in the way they
do it. They can create a cup that has feeling to it now, not one just the image
of, they're not just making a duplicate of what they saw there...because they
know how it's done. They know that the people in South America and in
Africa did it a different way. They did it out of feeling. They did it out of
emotion. They created a way to do it. It was not just duplicating an image. It
was part of their culture, their life. They lived it as they produced it, you
see?.... It becomes a really, really, really different teaching experience. Out
of it comes good spirits and good artists and good, good people.
Cindy has observed that there are increasing numbers of students requesting
ethnomusicology courses because of exposure to other cultures obtained through
the media. Though this source does not provide a comprehensive scope, it has
peaked student interest in more "global" perspectives. She explains that her
curriculum goals are moving more towards enabling students to make cross-cultural
musical references:
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If I could play an example of traditional Japanese music, making use of
voice...or something from the kabuki theater for instance, very old. And then
play an example of Shonberg's Pure Lunaire. And then have them look at a
particular example of singing from Ghanaian music. And say,...listen to Axel
Rose in Guns N' Roses. If students can listen to those very different vocal
techniques, vocal styles, and see and understand somewhat of a tradition of
each. And can make some kind of discussion for similarities and differences.
And understand that those four types can be talked about in the context of a
single class say on vocal techniques spanning centuries. Then I would say
that's something that a music program should aim for. That we're looking at
music in its broad, broad picture. And we're seeing how there are similarities
between various epics. That what's passed has really come around again.
And that people are doing and putting things in various new or different
contexts but certain techniques are certainly influenced by things that have
gone on before.
Sadik realizes that many students are attracted to his classes because he
teaches "an alternate view about western art":
I teach aesthetics of trans-African art. And what that's about basically
is the visual information that Black people bring to the visual world in the new
world, in the Americas. Part of my big thing now is to teach them that there's
"Americas" 'cause they say there's one only America. I say, "No, no, no,
no, no, no. These are the Americas. Get used to it. There was an invasion
across the Atlantic that hit the east coast of the Americas. Religion's been
different, music has been different. All of these other kinds of things. But
the visual experience has been different too. We're gonna examine what that
is"....
[I]t's not covered in their twentieth century, nineteenth century,
eighteenth century Renaissance art classes. Basically what they're doing is
what I did when I was going through school and [they'd] tell you that there
was cave art and then there were Egyptians. The Egyptian area is getting
larger. I've noticed that. Then Crete, Mesopotamia, Greece.... The
accreditation to the Egyptian people is growing year by year. They hardly
ever covered it. They used to say it all started with the Greeks in my lifetime.
But even in linguistics and math they're giving Black people a little more
credit, so Egyptians get it....
So they follow this western march of history through the Greeks,
through the Romans, through the Dark or Middle Ages, through the
Renaissance to the burgeoning of the new world kind of thing. And what I
try and show is that there are migration patterns from Africa that lead from
central and northern Africa where man was first developed. Leakey's
findings in '561 guess. And up to Egypt and then across the Sahara, Black
people's culture, to our kidnapping and how that comes across.
[My students] say, "Show me the book," and I show them the books
and they say, "Wow, I didn't know that." I say, "Yeah, that's what your test
is gonna be on." They say, "Oh, I better learn it." I say, "Yeah, you better
learn it 'cause you've been miseducated. Or you haven't been educated in
terms of what Black folks' contribution is, because generally it's White folks'
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contribution. And 1492 is when White folks discovered the Indians. But it’d
be interesting to see the Indian textbook. Ask them what that's about."
Like Sadik, Rufus makes sure his students receive information about
African American culture that they probably have not learned at earlier stages of
their education:
Like I said in one class, I said, "You know, rock and roll and most of
American popular music, or most American music was developed originally
by African Americans. And in fact Surfing USA, you know, the Beach
Boys, Chuck Berry wrote that." And there were some who were kind of
stunned at that. That was pretty stunning. That is pretty stunning when
you're talking about Surfing USA is Black music, you know.
With the exception of Winston, whose classes are usually comprised of a
mixture of African American, White and Latino students, each of the participants
teaches primarily White students. This has affected not only the content of the
materials they cover, but intentions and implications of the lessons as well. For
example, Patti insists that what she teaches be understood not only in terms of its
historical accuracy, but that the humanity and integrity of Black people be upheld
when she introduces African American cultural information to her dance classes.
Whenever she uses music composed and performed by Black musicians, she talks
to her students about the historical misconceptions that have been perpetuated about
the music, introducing it in a way that acknowledges the intelligence of the
musicians. Moreover, she stresses the importance of using dance for socially and
morally constructive purposes. Patti told a story about a few former members of
her class who performed a dance to Duke Ellington's Sophisticated Lady under the
direction of another teacher who was White. She expressed her disappointment
with how the music and culture had been represented:
I don't want any child that has left me, I don't want them doing 'tits
and ass' on stage. That would really make me feel that I didn't do my job.
There are certain things that I don't want them to do, and I told them this.
"That would be comprising yourself, your self worth and your dignity as a

woman, as a man, as a person of color, as a whatever. If you get nothing
else from me," I have told them, "I hope that you get that".... And I don't
keep track of them after they're gone so who knows? I'm hoping that they're
not grinding and doing something in some kit-cat club, you understand what
I'm saying? [laughs] I'm serious.... I mean they should have all their
wherewithal with whatever they need to be creative and to be adventurous.
But because we're standing on too many people's shoulders who have
sacrificed themselves on one level or another, for us to deal with ourselves in
a dignified, respectful way. And I just feel that's a luxury we can't afford....
I'll give you a very small example. Okay, I'm at Johnson State
[College]. Now these two years I'm telling these babies I don't want to see
any tits and ass on stage ever. What happens? They do a Duke Ellington
piece while I'm still teaching there. What do they have my babies doing?
'Tits and ass,' okay, in a couple of segments. There's nothing I could do
about it but I was hoping that those little students were gonna tell that
choreographer, "I'm not gonna do that." They didn't, but, and I guess I
didn't give them enough wherewithal or they didn't have enough whatever to
feel that they could tell that person "no." I was hoping that they were gonna
go up against this and demand that this man- See, I didn't see it till it was all
pretty much finished and put together. I wasn't in rehearsals. But for
whatever reason they felt as though they had to do it, and that felt really bad to
me....
I didn't like Duke Ellington's work being brought down to that level.
Again, that talks about cultural chauvinism and it addresses the fact that Euro
people, Anglo people feel that they are connected enough with an experience
or history or philosophy of someone that they can go ahead and interpret it.
My feeling is that you cannot. If you're outside of the culture I think you
should leave it alone. If you're outside the experience you should not touch
it, because they interpreted Duke Ellington's work completely differently than
Duke Ellington had in mind. Such a stereotype.... It turned my stomach,
you know? [Y]ou had the girls with the bumps and the grinds, and the men
on their knees actually choreographed with their tongues hanging out of their
mouths. One of them was a Caucasian gentleman, a student that I loved
dearly. He's brilliant. And the other is an African American man who I loved
dearly and he's brilliant. And it broke my heart to see them do this every
night. I couldn't believe it. But what was I gonna say then after the fact?
What I did do though was I had all my students write about this piece,
Sophisticated Ladies, and what information they came away with having seen
this production, not knowing anything about Duke Ellington. Sure enough,
they all came away with something that had nothing to do with what Duke
Ellington's work was about. You see, you have to do some readings and
some other kinds of things to help supplement what it is that you're working
on. I don't think necessarily that you can just go choreograph a dance piece
for people and that's it. They've got to understand what it is that they're
doing. Why are they doing it? What is the material? What's the history and
the background of what it is that you're dealing with. That director of
choreography didn't do any of that. He didn't know who the hell Duke
Ellington was. Where was Harlem, USA I asked them. They didn't know.
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Alois approaches the challenge of rectifying oppressive images about
African American dance through her own ongoing education and the building of her
knowledge base. Because most of her work draws on historical material, she has
sought out many of the originators of early twentieth century dance styles and has
interviewed and studied with them. She then often hires those dancers to present
educational demonstrations at schools where she conducts workshops. Learning
from these older dances has been one of the great joys of Alois's life and has
enhanced her career considerably. Most of the dancers are poor, and have not
benefited from their own historical contributions to the dance field. However, in
the recent past, many White dance students and scholars have studied with and
interviewed these dancers due to an increased interest in African American dance
history. Alois became aware that the information shared with her by the older
dancers is considerably different from what they share with White students.
Although she feels an allegiance to these elders, she has been disturbed by the
potential repercussions of this discrepancy in information:
I realized in studying and in being a student of Cookie's that they
made that differentiation. They let the Whites interpret what the material was.
When he and I worked it was "No. Uh uh." And I would take both classes.
So we would practice this thing, this dance with White kids. And he would
say, "Yeah baby, that's good, that's good." Then I'd get there, you know, in
private, "No, that ain't it." [I'd say], "But we did it—" [He'd say], "That
ain't it." And that used to frustrate the shi— And then I started understanding.
Even his terminology that he used with us. When he talked about planting,
what is planting? Planting is getting your weight centered.... With the
Whites, [he had] no expectations with them. And that's how they felt they
were protecting in a sense, their stuff, you know. So that's why they didn't
have no fear. [They'd say], "Oh they can't take our stuff. They can't take
our stuff because they don't have it. They don't have it." But what I used to
argue with them is that they don't have it but they're taking these
interpretations and marketing it, and putting y'alls names to it because y'all
would say, "Yeah baby, that's okay," and giving it back to us. It's serious.
At the Schomberg there was this panel discussion. And people like
the older chorus girls, and they were up there and they was talking shit about
the old days and everything. Afterwards they all went down to The Baby
Grand, which used to be this bar on 125th Street. Then they started laughing

about how they was lying. "Girl, you know you ain't telling that story."
"Yeah baby, but I got the money." 'Cause the older people, a lot of them are
very poor.
So now with this insurgence of research, people, everybody, White
people want to do all this research, honey, people sayin' anything. And once
again in the bar I go off. "How can y'all do this because this shit is
videotaped. It's going down as truth. Here I'm sitting here and I know
what's true and ain't true, but how can I stand up and speak on it when they
have y'all on camera lying as truth? Don't y'all understand what you're
doing?" But then what I also understood what they were doing was
surviving. Because some of them weren't even there. If you lived this long
you could say, "I was there." And these people are now coming to research
and get all this oral history stuff. It's just out of the fact that I lived this long,
I could say any goddamn thing 'cause it happened. Most of the people are
dead. That's how they saw themselves protecting. Or not having fear that
these White people are taking their culture.
I see it a little more differently because they don't really understand the
thing that it's not about truth. Truth doesn't always prevail. It's marketing
and exposure. It's the same thing [when] FN teaches the White kids Lindy
Hop. It's slow, it's a little off tempo. And I said, "FN, they're gonna take
this and they're gonna take our jobs." "No, no, 'cause they're just doing it
for a hobby. They'll never get it." Well, what they're doing [is] that they are
super organized. They are now going into the schools teaching this stuff
that's a little off tempo, really don't swing, getting grants. You know, 'cause
they could say they've learned this stuff from FN, and this is the real thing.
Clarissa also touches on this commonly shared concern of the teachers of
how African American aesthetics get translated to those outside the culture. Before
arriving at Engleside College, she taught for twenty years in urban areas with
heterogeneous populations, where most of her classes were from fifty to ninety
percent people of color, but predominantly African Americans:
A lot of the movement styles that they were already studying or already using
as their own movement signature kind of style was very close to Caribbean
style. So I didn't have to teach style as much.
She finds that one of her present challenges lies in de-coding the subtleties of
African derived dances for White students and teaching at a more basic level:
As a result of trying to reach students and get them to be able to do those
things at the barre with a) the right intensity, b) the right feeling that goes
along with it— It's not just exercises, it's dances too— I finally had to start
with breathing.

173

Prior to her two year visiting lectureship, Patti always had primarily African
American students involved in works she choreographed. However, with only a
couple in her recent classes, she has had to alter her dance themes to accommodate
her student population because of her view that Black themes require Black
students. This did not seem to affect her sensitivity to student needs, but the limits
it placed on her choreographic ideas was disappointing for her. Nduma, who
teaches much less now that his administrative duties have increased over the years,
focuses mainly on courses that are geared towards the general student body rather
than solely for music majors. His decision to stop teaching performance oriented
courses was in part influenced by frustration with students' inability to grasp the
subtler nuances and stylistic elements of African American music:
I'm not doing ensembles [now]. And one of the reasons that I
stopped conducting ensembles is because I felt that I was at a point where
what I wanted in terms of concepts of the music was becoming increasingly
difficult to get. My experience was at historically Black colleges. And I
found them capable of infusing...music with the kind of energy and rhythmic
emphasis that I wanted, because a lot of it was natural.
And here, I found some of the students, and this is an altogether
different environment, whose reasoning skills were beyond their playing
skills. It was hard for them to understand that. Because they could read
those notes but they did not infuse them with the life blood that belongs with
the music. Well, how could they get it then? I had to pull it out of them,
which pulled a lot out of me to keep forcing the issue, I think. Particularly
when I found sometimes that they were not playing as well as they thought
they were playing 'cause they had the notes. Very fast, yes, and very
technically oriented.
I don't want to say that that's characteristic of all White students. But
it's the difference between the cultures again. Whereas in many instances—
By the way, there are some Black students who can readjust as fast as
anybody else. But the majority of them didn't read as fast as the students here
at [the] university or any other place where they have been taught, particularly
in the tradition of reading music and that kind of technical perfection, technical
standard because it's not, it's not even perfection. Nevertheless, yes, in
major research institutions they are predominantly White, and they frequently
don't have the naturalness in terms of rhythmic emphasis in jazz in particular.
Overall, the view that the arts should not be studied in a vacuous way and
should be learned and practiced in the context of other related issues was a common
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concern for most of the teachers. The focus on making connections between artistic
expressions, as well as between art and other human expressions is a driving force
behind their goals for more interactive curricula.

Definition
The second improvisational principle applied to the participants' teaching
pertains to students' development and assertion of subjective, personalized artistic
styles. Creative definition requires that students recognize their own unique
qualities, asses them in the context of the world around them, and present their
perspectives with confidence. Sadik urges his advanced drawing students to
evaluate their individual strengths and weaknesses as well as to reconsider some of
the unproductive ways that they may formerly have related to their own creativity.
He describes his approach:
I indoctrinate the students to not think about it as advanced drawing,
but superconscious visual art. I tell 'em that...being able to draw, being able
to paint, being able to put things together in color and form is thinking
visually. And it's not always thought of as thinking. And I'm on them to be
as creative about their painting as possible.
For example, one of the assignments that I continually give is an
assignment to do a self portrait on a square, and the square can be any size.
And what a lot of people do is to start on a square and fill in that area with the
portrait. What another level of people do is to start on a surface larger and
reduce it to a square. And what some people do every now and then is stand
the square on its end so it becomes a diamond. But most people think of the
square as always having to be on the bottom side, being a square. But it's
still a square if you turn it....
The purpose is that most people will not have thought of it and they'll
go, "Oh yeah. I should have thought of it." And they'll eliminate it as a
possibility rather than not having thought of it as a possibility, or utilize it as a
possibility.... They love it because it finally dawns on them that it's not what
it is. Because a lot of them that have it, it's never been explained to them
what that is. Or they say, "Well, I can draw" and that's not thought of a
special kind of intelligence by most. But to nurture that and to feed it and
allow it to grow, that's good. Then you get this kind of [pause] surprise at
self knowledge. That's kind of nice. Because it's the kind of thing that's
been taken for granted in their family, in their house, in their school, and to
people that they've shown it to.

Winston also uses puzzle-like exercises in order to encourage students'
awareness of limited ways they may previously have viewed movement:
Most of us are used to walking forward. Everything is geared to the
forward plane, the sagittal plane. Everything in front of us. We never tend to
think about what is behind us. And if you give them say a walk across the
floor going forward, and then you say, "Okay, turn around and do the same
walk backwards, but it has to have the same amount of energy as your
forward walk did," that stops them dead in their tracks.
First of all they are not used to traveling this way. They cannot see
what's behind them. And because they can't see what's behind there
everything tends to get tentative and smaller. And when you get them to be
able to travel backwards with the same kind of abandonment and excitement
as you do traveling forward, you understand what I'm driving at? They see
the forwards but they don't see the backwards. So you have to make them
see backwards and you have to make them aware of sidewards too.
The ability for students to express this sense of discovery is something
Cindy uses to asses their learning in her music classes:
[T]hey go from being very [pause] I guess fearful or unwilling to do things
together as a group at first, to more open to different suggestions, or not
fearful. Of course the class meets and often, most of them haven't played
together before. So you have a group of strangers that you're suddenly put in
that you're gonna improvise with. There's no chart given there that you're
gonna improvise. I give some different kinds of models that they've never
heard before. And they actually have to listen to each other, and that's the
most important point I stress in most of the exercises when they’re working
together in ensemble, is listening and working back and forth off of each
other. So it's very strange at first and it's very uncomfortable. But later on,
by the middle of the semester, they're working together and they're open to
trying new things. And that kind of acceptance of trying things that they
haven't done before is something I would kind of measure the growth by.
Jerry teaches privately. The intimacy of that format gives him an
opportunity to work closely with his students, assessing their strengths and
weakness, and charting their progress. For Jerry, the process of encouraging his
students to internalize information and make it their own is motivated by his belief
that music is functional. It has power to affect changes in those who study it
effectively. He feels that when they begin to develop their own style, inner changes
occur that have far-reaching effects:
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[Finding your own voice in music, and I suppose the other arts, is
without a doubt the most important thing in the world. We just don't need
another Barbra Streisand. I don't care how well- I suppose my favorite
singer of all times is Aretha Franklin. Let's use Aretha Franklin because poor
Aretha has been imitated by practically everybody who has ever come out.
And I was thinking, wouldn't it be marvelous if they had been as original in
their approach to singing? And it takes you forever to find your own voice
because you find yourself saying, "Hum, I like what she just did. I ought to
do it like that." Which is the wrongest thing in the world....
I think the process of finding your own voice is an original
composition. I think for a couple of years people ought to play and sing only
stuff that has not been done by anybody else and you are forced [taps tables]
to make it come to life. If you sing Body and Soul you have much more of an
opportunity to think of what Sarah [Vaughen] did with it, think of what Lady
Day (Billy Holiday) did with it, think of what Ella [Fitzgerald] did with it,
think what Carmen [McRae] did with it, think of what Sheila [Jordon] did
with it and incorporate a little bit of it than you would have if you did an
original song and you don't have them. Now sometimes you might say,
"What would Ella do with this line?" So we're still creatures of our
environment and our musical senses. But anytime you sing a song that
somebody else sings, unless we begin purposely to try to sing it like nobody
else, we end up singing like other people....
Now it's a funny thing because many people just naturally trust their
instincts and they find themselves very quickly. They believe in what they do
and they believe that others will like it. There are those who have absolutely
no faith in themselves so that they must always be doing someone else. I
have a guy who sings in my group. We've been singing together since
around '82. It's only been in the last three years that I have gotten him to try
to find himself in his own singing. He's very proficient at imitating other
people so that he comes— He would sing always with pyrotechniques. You
know, scooting up and down, loud here, low here. But there was no
singing. It was just one extraordinary vocal device after the other. Never, I
never got the chance to hear him go in himself and perhaps hold the note until
he found out— until it made him think of something or made him be a better
person or made him stop and speak to somebody.
Paige is aware that some teachers attempt to mold their students into their
own images. For him, the process of creating is more valuable than the actual
product created. He feels that the process invites students to explore personal
identities that should be separate from, yet nurtured by a teacher:
[A]s a teacher, I don't want to create hundreds of clones of Paige
Morrisons, okay?".... I teach people, and when they get so enthralled about
what I am and how I do things and everything else...I go back and break it
apart and say, "It's the experience that I want you to have to build on. But I
don't want you to lay paint on the canvas the way that I lay paint on the
canvas".... I don't want them to please me or go out into the world and try to

create the same things that I've created. Because then I have not scratched the
surface. I have not opened that person to his own or her own possibilities.
So what I try to do,...getting them their wings and pushing them off
on their own, is to find out what's inside of them and where they can go.
What is it about their thoughts and their emotions and their spirit can make
them an artist ? Do they need to do political art? Are they angry enough? Are
they dissatisfied enough to do social and political art? Is that what they're
about? I don't want to tell them they should. I don't want everybody to go
march for women's rights, but if that's what they want to do maybe somehow
in their art they can do it. Or is their art about beauty and nature? If that's
what's inside of them then I want to unlock that....
Some of the teachers that I know are really good but they don't teach
heart.... Hardship and love and pain and all of that combined.... In a class, I
took twelve students and I gave each one a lemon. And I gave 'em about five
minutes just to look at it. And I told 'em, "I want you to just study every little
bump, everything you've got on it." Then took the lemons from them. I
said, "I don't want you to mark it, scrape it, fingernail cut it, nothing. I just
want you to do it." They didn't know what I was- I took them from the bag
and shook them out and then started pulling them out on the table. I told
everyone to come and pick out their lemon. Everyone went crazy.
As each person picked their lemon there was a couple of exchanges.
"No, that's not mine, that's yours. This is mine." After a while, everyone
picked their own lemon and it was theirs. And I asked them to explain to me
why it was their lemon. And they explained how the little bump and the little
thing—in graphic detail. I put them all in the bag, made some notes from
everybody just telling about—put [them] in a bag, picked out everybody's
lemon and handed it to them. And it wasn't from what I saw but from what I
felt about how they felt about what they were doing.
And then the next day they painted their lemon. One person painted
the lemon lying on a bed. The next day a person painted the lemon hanging
from an apple tree. I don't remember what the other people did.... And each
artist wrote a little something about why they painted the lemon this way. Not
enough to tell people everything but just to give them a starting point.... And
we had a show at the end of the year. And everyone stopped and looked and
looked and looked.... Other artists, they take three lemons and three oranges
and they'll teach 'em how to do shadows and form and all of this. And it'll
be a masterpiece. But you won't feel shit when you walk away from it.
Nduma described an exchange with a trumpet student who was "an
extremely hard worker who wanted to improvise in the jazz tradition" but who had
difficulty interpreting and then translating her studies into music that reflected a part
of herself:
I said, "Well, why don't you listen to some things by Miles [Davis]."
Miles has some of the things that he has done on recording also written down.
[W]ell, she got the book read and it didn't sound like Miles at all. So I said,
"You should listen to the recording, because the way you're playing those
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eighth notes, Miles doesn't play eighth notes like that. So you are technically
reading accurately, but you don't express the content that Miles was doing."
So I said, "You need to listen".... So she listened to the recording and still
didn't...get the feel. So I said, "Bring the recording and your trumpet and the
music to my office and put it on and let me play it".... So I tried to point out
things. This could have gone on for years, and I don't think it ever would
have gotten to where it's supposed to be.
I don't know what that means other than she was not able to hear the
subtleties of things. Now I consider that in the realm of a kind of talent, and
she didn't have sufficient talent to overcome a sort of hearing impairment....
I mean she could play in tune. That wasn't it. But she couldn't get the
nuances and the rhythmic subtleties.... [0]ne of the beauties of...how one
develops as a jazz musician is the combination of learning a melody or
learning the essence of harmonic sounds and gestures and then playing their
own thing, using their own voice in this context. It's not absolutely abstract.
It starts from a point of reference.
For many of the teachers, the "point of reference" is that place within the
student's own make-up that enables them to propose their own definitions of the
world through art. Petra explained her purpose for encouraging students to explore
this aspect of their creativity:
[T]he phase that [I] lead them through is one that is very reflective and one
that is very expressive and is experiential and leads them into their own
creative experiences. And the by-product of that is that they end up feeling a
lot more confidence and a lot more able to take certain risks, which is what
questions are about anyway. You have to be willing to be in that place where
you take a risk where you don't know. Or to really find out answers in order
to learn you have to be comfortable not knowing. I think they're just general
stances and understandings that I think are really central to art and what art
teaches, no matter what the art is.
As a result of leaning on this value she explains the change that she has observed
among some of her students:
Their sense of authority changes, which is a big thing that art teaches. Their
sense of authority changes so that they become their own authority. They
start to use "I" phrasing more: "/ think this, I believe this", instead of...the
previous way that they talk, which just deletes any reference to themselves
[laughs]. It's amazing how you can talk around things without ever saying
"I". But, you know, we learn how to do that. And so...subtle but powerful
things change.

This "sense of authority" that Petra identified was also addressed by Patti as
she reflected on what the development of this quality means for students and has
meant in her own life:
To be independent thinkers.... To trust themselves. To trust their inner
capacity for creativity because you do come into situations where in certain
kind of schooling they try to deter you and tell you you don't have. They told
me at Performing Arts [High School], "You'll never be a dancer. You're
good. You're all right. But you're not gonna get better".... To...just know
in your heart that this is something that you want to do and that you know that
you can do that well. So what is that? It's a self confidence. Self confidence
not to be deterred in terms of what you want to do.
The reason why I love adults out of all the other age groups is because
adults are in a society in which their freedom is crushed to a certain level, and
their spirit is crushed to a certain level. And they don't want to take certain
chances and they don't feel secure about themselves. A lot of things, a lot of
baggage from just living in wherever we live.... And when I see adults come
out from underneath that I just think it's just fabulous.
She views this ability for self confidence and independent thinking in social terms
as "the difference between life and death":
When I say that, I don't mean physically. I mean spiritually because once
you allow people to beat you down or to make you feel you're inadequate,
which has happened to many of us in society, many people of color in this
society, then as far as I'm concerned it's gone, you're gone totally.
See the other thing is too, I want, I want Caucasian [students]—I talk
about this in dance [classes] even though it's not dance—I want them to
change things too. I don't expect them to sit on their behinds and allow
things to continue. I expect them to look at what's going on and say," I
don't want this for me. I don't want to live in this kind of [society]. And I'm
not gonna have it. I'm gonna make some changes. I don't want to live in a
racist, sexist, class oriented society 'cause it's not right, period. It's not fair.
It's not just. It's not equal." And that they would want to make those
changes.
Generally, defining is a process whereby students realize that they have
something meaningful to say through their art and risk owning those positions in
the presence of others. The tools used to create, whether movement, sound, or
visual images become vehicles for enabling that expression.
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Transcendence
The principle of transcendence refers to the affective purposes and impact of
creative expression. Making an artistic statement that is moving and meaningful
requires that students transcend the limits of technique, rules, or theories, that can
stifle the beauty and impact of the creation. As Nduma confirms, "When somebody
says, 'I was really moved by somebody's playing,' that is not something that is a
technical thing." Though nearly all of the teachers directly or indirectly addressed
the importance of acquiring proficiency in their respective art forms, they spoke in
various ways about the dangers of overemphasizing technical perfection, imitation,
and cognitive approaches. Rufus affirmed this as follows:
I think it's important to be analytical. I think it's important to be thorough. I
think it's important to be meticulous. I think it's important to be detail¬
conscious. But at the same time you have to be able to find a balance between
the detail and really overanalyzing to the point of destroying the essence of the
music, or destroying the purpose of the music, the spontaneity and the
creativity.
Alois finds that many of her students are inclined to analyze what she
teaches so that the information she shares becomes "cerebral," but fails to be
internalized physically and emotionally:
One day I had 'em doing four quarter turns. All you're doing is four
steps: one, two, three, four. They took that sucker out to "How many
revolutions—?" And I finally said, you know, I said— I went off, you know.
Because it felt like they was dissecting me beyond existence. [I said], "Just
do what I say. Don't explain to me what I mean. Just do what I say. Don't
tell me, 'Well you mean this.' No. Don't even think that much. Just follow
directions. Don't interpret. Just do exactly what this word says. Step, step,
step, and each step you're making a turn. No more, no less." I mean then
they got somewhat, their feelings got hurt and insulted....
Part of it is that's just their approach in everything, in terms of what
they feel understanding is. And that it has to come from the mind opposed to
understanding can come from a physical manifestation of just doing it. And
you do it, you follow your trust...and just do it. And you do it several times
and you say, "Oh, that makes sense." You might not have pulled it apart to
see where this foot is facing when you put it down and where your weight is.
You just step. A step is a step. A step is defined as a weight shift. That's
what makes it different than a touch. So just step.
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The effectiveness or impact of art is dependent on the artist's ability to
transcend the physicality of the art materials and to access their own inner drives.
Petra expressed her interest in this aspect of making art:
I've always been interested in why people create.... I'm interested in why
people create art, why people create specifically dances, or why someone
gives birth to a whole musical composition or a whole symphony. Why
someone creates a picture, a painting, or why someone creates a painting
that's like a suite of paintings that evolve over fifty years that at one point in
time matures or completes itself so you can look back and say, "This is the
Blue period." I'm very interested in not just why people create but most
recently in my life, the relationship that people have with their own creativity.
The fact that there really is this ongoingness. We live to complete
ourselves.... And it's not just because the mountain's there. It's because my
sense is that [long pause] we don't create paintings, we don't build houses,
we don't write a book just to say it all. But it's part of our function to do
these things. And it's a step towards our completion but it's not our
completion in itself.
For Patti, the power of dance lies in its ability to move others, which
requires that dancing be guided by a personal philosophy or underlying purpose for
its creation:
I want them to find some basis or some reasoning as to why they do what it is
that they do. I don't care what it is that they do, but I think that they should
have a reason for their doing it.... It seems to me that if you don't do that
you're just like in an airplane for instance, or in a boat and you're just sailing
nowhere.
The "completion" that Petra refers to, as well as the "reasoning" Patti
encourages are subjectively determined and defined by the artist. These teachers
view the importance of this journey as one that leads to a greater end than simply
the mechanical production of art. Transcending the form, and often, even the
content, leaves the artist with a bare essence that the teachers described in various
ways. One of the obstacles to discovering, exploring, and expressing this essence,
discussed by a few, was the overwhelming influence the media has on their
students. Often, through the media, formulas are offered as truths and trends are
upheld as guidelines or models of successful art. For example, in Rufus concern

about the dangers of "mind control" pertaining to how music is represented, and
Petra's reflections on the "carnal" way that dance is viewed, they challenge
commercial motivations for making art. Each of the teachers, to varying degrees,
addressed the importance of transcending the limits of the outer, visible, natural
world of the art materials to the inner, invisible, supernatural realm of value,
meaning, and purpose. Patti states:
[E]ndurance, strength, and flexibility. You notice that's all physical
things. They're not taught anything about philosophy. We don't talk
anything about any spiritual [things].... No kind of spiritual statement.
Nothing else but body stuff. You getting your leg up to your ear is one
millionth of what dance is all about. But the schools train us to think that that
is the end of all dance. Modern dance, ballet— Endurance, strength and
flexibility is what those techniques deal with and that has nothing to do with
anything else except getting the body sharp, tight, fit, and that's it. The body.
Only the body.
So if you want to look at it you can compare it to medicine and say
that when you look at dance forms here in the U.S., we can say that it's like
medicine in the sense that the body is not treated as a holistic entity that has a
mind, spirit and a physicality. It doesn't happen in medicine. If you notice
they just treat the body, not the spirit or anything else.
For Winston, who perhaps carries scars from his childhood when he failed
to receive encouragement, and whose path as a young adult towards realizing his
own potential and power was an arduous one, dancing is a vehicle for teaching and
learning to take risks:
Part of my function is to get the student to understand that in dance
there are several aspects of the selves [that] have to come together and
integrate and function. And when those do, it makes the organism function at
a much higher capacity. It's like the pistons of a car going and everything is
in harmony. You are using your mind. You are using your body, and you
are using your spirit. The mind, intellect; the body, the physical; the spirit,
the expression. Now when you put all three aspects of those things together
and they work in harmony, then the human body is functioning, I think, in
one of its rare instances as it was made to be fully: mentally, physically and
spiritually all together.
[Functioning this way] takes greater responsibility. As with life,
accidents will always happen. And how you adjust to that situation largely
says what the outcome of that will be. You might forget a step in the middle
of doing something. But do you stop and throw your hands up? No. Life
goes on. So does the dance. You have to learn how to function whether you

trip accidentally or you forgot something. Your spontaneity has to pump in
right away and you have to carry on as if nothing happened. You have to
make the best of a bad situation.
A lot of [students] do not see the relevance of what is supposedly
happening in a dance class to life. To them, the relevance isn't immediately
seen. In dance you learn discipline. In dance you learn rhythm. In dance
you learn working together.... Rhythm is what makes up the universe. And
we are creatures of rhythm. And if we fail to utilize that or live in harmony
with that, then something is going to be blocking our development, our
function, our flow. There's rhythm in everything. There's rhythm in the
seasons and dance essentially imitates life....
Learning that balancing, learning that stability. Learning that inner
confidence. Learning that humility. I see so many students sometime who
trip themselves up because they get so frustrated with themselves that they
can't do it. And the more frustrated that they get with themselves, they're
never gonna be able to do it. 'Cause dancing is somewhat like sword fighting
too. You have to learn the proper grip. The proper use of muscle tension.
Like sword fighting, if you hold the sword too tight you can't do the wrist. It
won't be able to work, to do those movements. You hold it too loosely your
opponent can knock it away in a second. It's learning the proper grip. Same
thing. It's learning how to use your muscles. Where to put tension. Where
not to put tension. Certain joints can take tension more than others. It's
learning all of that too. Learning how to work with gravity and against
gravity. So there's always a giving and receiving in nature, a giving and
receiving in dance, a giving and receiving [in] most art forms.... [W]hen you
stop and analyze it you realize this is very close to life.... [I]t's about
integration. The mind, body, and the spirit, functioning and fluctuating and
becoming.
In dance you are always in a state of becoming. As human beings,
that is our process too, although a lot of us don't recognize it or think about it
too often. So things can't be rigid. There need to be rules and there are
principles, but nothing is ever rigid. It's those kinds of things you try to
teach in dance about life, and about situations that they will come to in life.
And spontaneity is something that is lacking, I find, in a lot of our
young people. They are not spontaneous. They are so locked into whatever
that they don't leave any space out here for possibilities. I try to teach that it
is a discipline that can generate self knowledge. It is a discipline where you
are continually learning about your body, because the body never stays still
like anything else. It's a part of nature. It's evolving. It is growing. It is
getting older. It is evolving and diminishing at the same time [laughs], you
know.
What does that teach me about me and my life? That it's a constant
struggle and that [pause], and that [pause] there are things about myself that
are yet to be untapped and discovered. 'Cause that's one of the things I try to
make my students aware of. That there is so much inside of them that they
haven't discovered yet or come to terms with. That they are much more
adventurous, they are much brighter than they give themselves any credit for.

Making art gives students an opportunity to envision and participate in their
visions. This happens when the artist can apply, yet transcend the kinesthetic
qualities of art for the greater purpose of communicating truths or values they have
internalized, as Clarissa explained:
I think in most dance classes students are aiming for their self
improvement. They want to get stronger but they want to get their leg up
higher. They want to be able to do instead of a partial split, a full split. They
are looking at themselves as individuals as "I'm gonna get better by taking
this class, and I'm gonna get like the next person on the barre or like the best
person in the class."
I think in our culture even though we might try harder not to do those
things,...we generally speak or think in terms of the individual, usually
ourselves. Where in this class you really can't get ahead in this class by
doing that. The contribution and the aim is to see if you could communicate
nonverbally and contribute to the whole. It's not so much what you do. It's
how you're trying to do it that contributes to it.
I do that verbally but I also do it nonverbally. [In a] classic dance
class the teacher demonstrates or models what you want the students to do.
You give it in the counts. You give it with a style. You perform it and then
they perform it back to you. And that wasn't working. And so what I found
I had to do was to make them really feel each other more. And so I literally
put them shoulder to shoulder to shoulder, which they didn't want to dance
touching each other. And...instead of having three or four in a row that goes
across the floor I put six people close together and they have to do the
undulation. They have to do the pattern, whatever I was doing, together.
Which means that the best person who had the movement was really strong
and initiated and pulled that kind of energy. And the people that were "off
would be drawn into at least the right degree of the movement. And then
slowly the right feeling of the movement, that they would learn kinesthetically
from one another.... Now I put that into my teaching. So that I do things
that will make people much more attentive to the fact that they...don't have to
depend on the teacher to learn. They can learn from everybody around them.
And that there is not the hierarchy that's usually attributed to a lot of teaching,
not only so called western teaching but African teaching, whatever, that the
master is the only one who knows. That you can learn from everyone.
Course one argument against that is you can learn a lot of bad habits
too, you know. But with the teacher there correcting and watching and
observing, I don't think that that happens in this case. First of all, I think
they're learning kinesthetically by really feeling each other and they've seen
me model. And then they have to feel and have to keep up with everybody in
that group. And there's some things that one person is kind of more adept at.
And then another sequence I'll give or another step, another person in the
group has to be the leader because the other people can't get it.
So I think it's teaching a lot of different things.... Dancing is the
vehicle. The experience is a feeling of belonging, a feeling of having a place.
The feeling of being okay. The feeling of self worth. It's the ultimate self
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worth to me. The ultimate self worth is that you feel okay about yourself
because you know who you are and that you can connect with other people
and a variety of people. And you can flow and give and take and move in a
way that is not offensive, that is constantly giving respect but going ahead and
doing your business whatever that is. And achieving and going forth without
a whole lot of negativity....
They have to let go of their ego, their normal thing about trying to
make their kicks higher and the best in the class. They have to let that kind of
ego go to contribute by doing whatever the step is, by kicking or by doing the
movement ,but by communicating that and sharing that and not kicking in a
way that it kicks somebody. Because the space isn't gonna allow you to kick
somebody. Yet you're gonna have to be mindful of the people around you....
I'm saying that it teaches you not only different things, it teaches you how to
learn differently in a different mode. And then that experience, that
knowledge, I hope can be transferred to your other environment, to your
larger environment. And I guess eventually people can look forward to kind
of larger change in society, [pause]
[T]he other thing I was gonna say is I think so many people want that
because we are alienated, we are disconnected. The sociologists have pretty
much defined our society as having some inherent kinds of difficulties,
weaknesses. And so people are yearning. People want to feel connected.
They want to be involved in those kinds of events or situations where people
seem to be at least enjoying themselves and having a good time. That's why
the dynamics of African movement and music movement and all that is so
contagious. It's so alluring. It's seductive. So people want to come. They
see a group of people dancing in this way and they hear the drums and it's
almost hypnotic. They want to do that. But they also want to be connected at
the psychological level. I'm not a psychologist. I don't really know and I
don't really understand but I'm a human being, I'm a mother, and I know
intuitively as well as know academically. And I know we need to feel
connected...to other people and to different kinds of values. [People] need to
feel, they need to be connected to a warm, loving earth. I think people need
to belong. People need to share, you know? People say you need food,
clothing, and shelter. But you need spontaneity. You need sex, you need
love and affection. You need touching.... Sol think people seek out those
things where they can begin to feel more connected than they normally would
be....
[Dance] pulls your eye. It pulls your, your attention. You can hear
the breathing [of] the dancers. If you're close enough you can hear their
actual body movements. You can begin to smell things. You're bombarded
by all this sensory—...multiple and simultaneous modes. So that it's a
powerful medium to teach. So my thing is if you're teaching dance you can
teach a lot more at the same time. You can teach about values.
The teachers named values that they hoped their students might develop
through the process of making dances, music and visual art, and which transcend
the mere physicality of the art forms themselves. Some of these included:
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dedication and commitment to their ideas as well as the confidence and motivation
to see those ideas through; experiencing satisfaction and greater opportunities for
self-acceptance; engaging in inquiry and self-reflection; practicing humility in order
to honestly assess personal strengths and weaknesses; the nurturing of hunting and
gathering faculties; developing the ability to sacrifice old ways that prove to be
unproductive in order to change themselves; becoming more comfortable in
unpredictable situations; and strengthening an awareness of connections with
others. The sum of these values constitute attempts to balance the space between
certainty and uncertainty. As Winston states, "You have to learn to be as sure as
you can while leaving the possibility for any eventualities." It also affirms passions
that operate in the service of much more than vain desires. He continues:
It speaks to something in here too (points to heart), which is quite different
for everybody. How do I feel about myself? How do I feel about the world I
live in? Do I feel?

Facilitating Learning
The teachers spoke about reasons for and ways of enabling students to
realize the values of interaction, definition, and transcendence. Petra understands
that her own development is directly related to that of her students:
In order to be a good teacher one needs to feel good about one's self. One
needs to feel not just able and smart and competent. One needs to feel creative
and pushed and passionate about that.... I think that creativity is a necessity
of my life. It brings interest. It brings out my intelligence. It brings out my
sense of ownership and involvement in what I'm doing. It's more than how I
survive but it brings quality to my life, focus and purpose. And if I didn't
incase what I do in my creativity, there would be little to no meaning for me.
So it's very, very important for me and I think that's the value and the way I
model it when I teach.... I'd like to see people have success with creativity
and have the kind of fulfillment that comes from the kind of value I'm talking
about.
Alois observes that those teachers whom she respects most and who have
served as models for her have been people who maintained active performing

careers and were therefore able to teach experientially. She spoke passionately
about them:
[They] have all been people who've lived very full lives. And that's what you
also bring into your teaching, all that reference.... They take chances.
They've been hurt, they've been loved, they've succeeded and they've failed.
They don't just take the safe way out in terms of doing what is socially or
politically acceptable. They weren't afraid to be different. They weren't
afraid to pay the consequences for being different, and yet they had the
spiritual strength to persevere to the point where that became a unique and
valid voice unto itself that had to be reckoned with and respected. It didn't
necessarily make them a lot of money but it made their voice very clear in
terms of their intent. So that if somebody walks into their class, they're
walking in ready to accept what they have to give, hands down.
Nduma wants his students to find him accessible and approachable.
Recently nominated for a Distinguished Teacher award, he explained what he
believes were some of the reasons for the nomination:
I think it has to do with style, more or less, empathy, understanding
and so forth. I mean if it's a question of knowledge of subject matter, that's
never a problem. I know much more than I could possibly tell them. The
question is to tell them in a way they don't feel like I'm talking down to them
or over them. And I want to open them up to ask me anything, and even
things that they may think are off the wall I can usually answer because I can
bring it around....
Even as a very, very young teacher, I wanted to be sensitive and not
kick a person who's already down further into the ground. I think it probably
has to do with being raised in a completely segregated environment where you
know what it means to be the underdog. I think that's become a strength....
When you're in a depressed environment you know what it is to have
somebody with undue control over your life: what you can do, where you can
go, where you can eat, where you can't eat, where you have to stay.
Fortunately I guess, my town, the neighborhoods weren't that segregated
actually. But it was an oppressive thing.
I think it permeates my whole life. It's a strength now. Particularly
when you get into historically White institutions where people have never
imagined what it means to be really an underdog. They are very abusive to
students frequently. And I think students should be nurtured, put it that
way.... I mean when they come up with in this class, and sometimes they
can say some very, very farfetched things, I find a very diplomatic way to
sort of turn 'em in thinking about it. [Otherwise] they'll freeze up and they
won't learn.
Nduma feels that having a clear sense of what is right and wrong is crucial
when assuming responsibility for students' growth. He told a story about one of
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the university's deans who spoke to a group of teachers on the subject of teaching
and leadership during a retreat:
He said, "You know, there's good and there's evil in this world."
And it brought a snicker from all these intellectuals and so forth. 'Cause
"evil" is not a word that's a part of the convention and canon of most of these
intellectuals. They think intellectually, evil is an archaic expression.
And I understood why the giggles and so forth. But I understood and
I agree with him. There are some things that are wrong that cannot be right.
Now we pray or we hope that there are ways to change 'em, but they're there.
It's always been like that. And he laughed and he went on to talk about it, but
I think the got some attention from some people. Because there are some
professors that I think should be in that category. Anybody that can
consistently thrive on giving grief to others, to me that's a source of evil. Or
to destroy things. I think nature itself will destroy things. I mean there's a
life cycle for trees, for animals and everything else. I think it's possible
human beings have to be in the flow of that cycle.
But I choose to be not a destroyer of things or people, but something
that can help. That's what teaching is supposed to be about. Teachers who
violate that, I think, need some kind of way of reconciling what the real
fundamental philosophy of teaching is. I don't know whether ministers
consider themselves as people who work on our spiritual development.
Maybe so. My way of dealing with it is to try to create spiritual things
through the arts. That's where I live.
Patti explained her perception of her role in the following way:
I see myself as a person who has a little water in a pot that feeds the
little seed so that the seed can grow in a healthy ungnarled way. But that's all
I am. I'm a conductor. I am a catalyst.... I'm the guide. I'm the woman
with the little pot of water. And I talk to it every day and make sure that the
plant is okay. Kind of guide without interfering. It's back to that idea of
crushing the spirit. It's hard. It's a fine line. Even when raising children
you want them to do certain things and they've got to understand that they've
got to do a structure on a certain level. They just have to operate a certain
way, period, okay in society. At the same time you don't want to squeeze
that which makes them unique and resilient. It's very difficult. It's hard.
Mariah believes that enabling students to feel free to ask her anything is one
of the keys to "opening doors" and assisting students in overcoming the limits of
their own racial stereotypes:
[Wjhat I found the first time I had taught the class was that most of the
students had never had a Black teacher. The Black students had. The Black
students had had White teachers and Black teachers. But most of the White
students had never had a Black teacher. And they didn't know what to expect
when I walked in.... The other thing was there was no forum to really talk
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about race.... [I]n teaching my course, I found that the students' questions
were very often questions-- They wanted to be able to talk about race. They
wanted to be able to talk about their experiences.... So what I found was the
students saw me as someone, particularly the White students who had no
contacts with Blacks, it seemed to me they were interested in bringing up
things that were race-related. And it seems that there was no forum for them
to talk about it. And so the class became a place to talk about it....
Well, here's what goes through my mind: How am I gonna get
through? What's the best way I can get through to this person? Should I say
something that might diminish them, put them down, make them feel like
they're sorry they asked? Can I say something that might get them to think
for themselves? Can I say something that might provoke them to challenge
their belief, but also to lead them to think for themselves?
And I find that teaching, you can do that in a number of ways. You
can teach people by, you know, enforcing and policing and demanding. I
mean, I guess you can teach people that way. Or you can try to open doors.
Instead of saying, "How could you be so dumb?" let's say, or something on
that level, I would think and feel, "How do I get this person to think?" And
instead of figuring it out for them and telling them what they should already
know or do, is to just try to expand that window a little bit more. And get
them to tell me what it is that they saw, or what did they think was happening.
And what did they think it felt like? And what would they do in this situation?
And other things like that.
As a result of Mariah's manner and approach, one of her students from Indonesia
confided in her in an unexpected way:
He was very quiet in class. And he came up to me after class to say
that I hadn't called his name and I had called everyone else's name. I had
said, "Is there anyone whose name I haven't called?" And it was a time when
I was going around the room and calling on everyone to say something about
their lives. It was in the beginning of the class. Well, he waited a long time,
like later, like a few weeks later. And he told me that I hadn't called on him.
And I remember that day. I had just looked at the roster. And his last name
was Hoho. And I felt like [pause] I was stopped a little bit by the name. And
I didn't call on him 'cause I was trying to figure out, now let's see. This is his
name.... [A]s time went on it was fine. I had to do the attendance I said, you
know, "Hoho." I did it but I was really sort of sensitive. I said boy, this
must be difficult to have a name like that. Now where he came from it was all
right. And here probably he gets a lot of flack.
So he brought that up and he said that he likes my class but he has a
lot of trouble. He said, "You know, Black people are very hard on my
people." And it was hard for him to talk. I knew how important it was that
he would take the time to come up, 'cause he could have just kept going.
My point I was making to them was: What would it take for you to
beg? What would it take for you to beg? So we were going through some
things with some contemporary issues.... This guy had a hard life.... [H]e
had traveled and had to go from place to place and boat to boat. And he found
his way there. I had a couple students like that, who had been on the roam.
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When I said, "Who knows what being homeless is like?" Two hands. One
Asian student, a Vietnamese student and one African American girl. And I
was saying that it's not an easy thing to beg.
Anyway, so this student had been through some other kinds of things,
and he was here you know, trying to make it.... And he said,..."They have
this thing that they do. A lot of Black people they will rob us on the street or
they have come up and they have a bag. And they'll bump into you and drop
the bag and say, 'You broke my bottle. You have to buy me another bottle.'"
And he said he has seen that happen to other Asians. And that then, that
person has to give that person money because they said that their liquor or
their bottle was destroyed because that person bumped into them. And he
said that he was never gonna do that, give them the money. But it happened
to him and he gave the money anyway. And he was saying that people do it
because they're afraid. And how hard it is for him. And so it was good for
him to be in a class because I was another Black person. But I guess he was
able first of all to tell that story. And also he was able to talk to a Black
person.
As a professor in a teacher education program, Petra's concern for
facilitating student learning is related to her dissatisfaction with how "the culture of
teaching," specifically in regard to teachers of the arts, has been perceived and
constructed in society. She spoke at length about her role in raising the level of
creative consciousness among student teachers as well as what her own creativity
has meant for her:
I don't think people should be frightened by art. There are...reasons
why we have those fears, those insecurities. And that's when my role as an
educator gets triggered, gets called into play. Specifically, as a multicultural
educator gets called into play because I'd rather look at cultural frames that
have us frightened of our own creativity and talk about that as a preset for
doing art activity. I find that when I do that, that it really helps people to
understand their creativity. 'Cause it's not that some people have creativity
and others don't. It's that we don't have access to our creativity 'cause we
put it down. We close it off. We shut it out.... And to have it located in
schools so that there are activities and there are experiences in schooling that
teach creativity....
How do we guide our own creativity? Would we know it if we saw
it? How do we recognize our own creativity when it's expressing itself and
how do we guide and how do we structure it? And what kind of structure
does it need? What kind of feedback does it need? Well, I think it's
necessary that it mean different things for different people. For me, it begins
with fulfillment. But it's got a [pause] a spiritual base to it too. It's really
where I feel [pause], it's where I get my energy to meet the calls I receive on a
very deep personal spiritual level. It really motivates me to do the work that I
have to do. If I didn't have that qualitative sensibility I might not work as
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hard or work as long or work to achieve the kind of excellence or quality that
I push for. So it gives me a sense of purpose. I don't really know of
anything else or anything in my general schooling that taught me that, only
my experiences as an artist taught me that. One of my teachers, my mentors
refers to, the aesthetic sensibility or that quality of "how much," or "in what
form." That kind of intelligence is something that I learned from art. And I
would like to teach people how to have access to that intelligence in any kind
of context....
[T]he teachers who teach for public schools are a very, very specific
culture group. And not only are they specific but they're really very, very,
very, very narrowly defined, self defined and fairly parochial in terms of how
they how their values and their interactions. They're pretty much slaves to
what they do. They work very, very, very hard and there's not a lot of
encouragement or even motivation after the basic job is done to expand and to
develop themselves, to bring other professional models into what they do, to
be more diversified as a group, as a professional group. So I've learned
about that this year and I'm really uncomfortable about it. It calls on the
multicultural educator in me. I think they have to as a group, public school
teachers have to find a way to alter, to change their culture, to develop it and
to push it. To change it from being this [laughs], to change it from being this
slave culture, you know? This culture where they work like dogs. I mean,
there is an understanding inside of teachers and outside of teachers and by
other people in the school system and school culture that teachers are at the
bottom. They do the most and they get the least out of it. They get the least
recognition and the least benefit and the least support.... To change it to a
system which works effectively for them so that there's more confidence,
more authority, more power, more status, more pay. So that it's really
something to be desired....
[N]ow we have kids that don't want to grow up to be teachers. And
we have people who leave teaching after a few years to go into the corporate
area, to go into other areas. So that to me says something's wrong about the
culture of teaching. That we're not prepared to stay there. We're not
prepared to love it. We're not prepared to know that it's hard work. And
we're not prepared to teach others and to model for others and mentor others
so that we can pull them up into teaching too. That's something that doctors
do for each other—and lawyers—it happens in other professions.... We're not
prepared in that we look at teaching as something that's very [pause], we
expect teaching to be very automatic.... Rather than as a reflection of a
mastery....
[M]ost people don't really have a lot of respect for teachers, especially
public school teachers, elementary and secondary, middle school teachers.
They're expected to do their job but teaching is not seen as an art. And that's
the key for me. I think it is an art. And I think that when you teach art your
teaching has to happen on even a more masterful level.... [Y]ou know,
'cause there's that whole thing happening in art that if you can't get a gig then
you teach. You fall back on it. So all those messages coming from
everywhere that it's not extraordinary and it's not masterful and there's not
real authority in it and status and power and knowledge, you know? But it's
kind of a lesser version. It's kind of a guardianship rather than an act of
teaching....
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What I've been referring to is Art with a capital A and art with a little
a. It separates those two out. I think as a popular culture and as a society we
don't have an experience with art with a small a. Which means we don't have
an experience by and large with our creativity. We think creativity and art are
synonymous with each other and they're not. Creativity can develop into art
but they're not the same thing. And the fact that we don't have this kind
of...grounded relationship with art. We don't have the creativity within
ourselves that makes us appreciative of art when we see it. We don't know
how to nurture, foster, and teach it because there's no place for creativity in
our schools.
So I think we have to rebuild. We have to build from the ground up
so that we really can nurture children who know that they want to be artists.
We can give them the preparation that they need to then go and study art. And
we've completely misunderstood that up until this time so that we've tried to
teach art and we tried to create art experiences in public schools at 360 degree
that's surrounded by attitudes and values which discount and undermine any
kind of artful experiences in school. Because it's in a vacuum. It's not really
integrated into the culture and the values and the attitudes of schooling around
it. So it doesn't really take place except by accident unless it's your fate to be
an artist [laughs], like it was my fate to be a dancer.
Clarissa offered valuable insight into the role that teachers play in facilitating
student learning as she spoke about the measurement of a good teacher:
It's just a real dilemma about what is a good teacher. But I certainly
think it takes a cumulative stack of data and it takes a lot of reflection. You
can't go in a classroom once and determine a good teacher. Because a bad
teacher could be having a good day, you know? Or a good teacher could be
having a really bad day.... A bad year. Things happen in life. It depends on
how they justify what was going on and, and the conditions, the
circumstances. Which means that it's not very scientific.
But I think...one of the biggest criteria that I would have would be:
Do teachers care that the method that they use is working? And if it's not, if
they can feel that it's not, do they do something else? Do they try? Can you
see them trying to present the material again in a different manner? Do you
see them trying to reach those students in other ways? I guess that would be
the test for me. Not that they presented it in a way that students didn't get it.
It's like parenting. I mean I watched a million other women and men
taking care of their kids, driving 'em to music lessons and to schools and to
baseball camp and whatever. Really trying to give their kids a decent life and
do the right thing. And some of those children are not like my children, you
know. And I know those parents worked just as hard. Some of them
worked harder than I did. So some of it is not in the teacher. Some of it is in
the students. And some of it is in the environment. And some of it is in the
parenting. So it's not only on the teacher.
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Summary
This chapter has reviewed some of the values deemed necessary for creative
development as well as approaches applied and roles assumed by the teachers in
their classrooms. Three primary teaching values, which correspond with three
similar values inherent in musical improvisation, were identified. The first value,
interaction, is exhibited for some teachers in the way they attempt to avoid an "artfor-arts-sake" approach to music, dance, and visual arts. For others, their concerns
are for fostering more cohesive associations between the arts and areas such as
other academic disciplines and important social issues, and for the successful
integration of African American and other world cultural contributions to their
curricula. The second value, definition, refers to how the teachers encourage
students to identify and express their own unique perspectives through the arts.
Through the third value, transcendence, the teachers acknowledge the power of the
arts to surpass the mere acquisition of technical skills in order to express feelings
that might potentially transform both the artist and audience members. There is no
clear delineation between each of the three values discussed. They are not stages,
where one mode leads into the next, since each theme might easily intertwine with
and overlap others. They are ways of referring to three important processes
acknowledged by the teacher.
The participants also spoke about their roles in enabling these three values to
be fully realized in their classrooms. The most commonly expressed ways that they
feel may best facilitate learning are by modeling those values that they advocate,
being sensitive to students' needs so that uninhibited discourse might take place in
the classroom, nurturing and guiding creativity, and exhibiting flexibility in their
methods.

CHAPTER 7
SCHOOL CLIMATE

Introduction
This chapter will explore some of the conditions within the participants'
academic environments that they viewed as supporting and impeding their teaching
and their professional well-being at their schools. Some of the circumstances that
affect them scholastically, socially, politically, and economically pertain to policies,
resources, structures, and relationships within their academic departments, schools,
and communities. The common themes included: schools' commitments to cultural
diversity; the low number of African American students in their classes; the
importance of maintaining ties with African American communities; relationships
with colleagues; and their roles as artists in the academy. Following this
discussion, a full profile of a teacher will be presented in order to place the issues
addressed in this chapter in the broader context of his overall experience.

Commitments to Diversity
Rufus, Clarissa, Jerry, Nduma, Paige, Alois, and Patti spoke at length
about the importance of schools demonstrating their commitments to diversity. A
common problem pertained to the European-centered cultural values and bodies of
knowledge that have traditionally been regarded as the measure for scholastic
achievement. Many of the teachers are aware of the contradictions between these
values and the perspectives and expertise that they offer their schools. Nduma's
experience is an example. In receiving a Ph.D. in music, he focused exclusively on
classical European styles so that when he entered the music department at his
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school, his success among his colleagues was based on his skill in that body of
cultural information. He explains:
I demonstrated a level of expertise as a composer in their tradition. That's
how I got respect.
Sadik feels that the "objectivity" traditionally boasted in education, and
which is advocated in his department, undermines his teaching. He resents the
expectation of some colleagues in the art department that he position what he
teaches in relation to European art forms:
They haven't changed their courses to incorporate what we have in our
courses, despite the fact that we're teaching the truth, a greater truth.
[Generally you have to cover what you call "the big picture" in order to
figure out where Blacks fit into this American society. Well I don't do that.
Or I try and show the effect of Black people on American society and how
that came about. How do I mean by that? Well they know, for example, that
there was slavery but they don't know how Candomble, how Capowera, how
cake walk dancing, how Steel Away is about escaping [slavery] rather than
praising God or something. [T]hey see it as a superficial when you try and
show them what the truth is.
Not only has the African American presence generally been omitted from
most academic curricula, but an overwhelming number of music departments
exhibit what Nduma describes as "an inferiority complex," upholding the
achievements and standards of Europe at the expense of American music. Jerry
also observes this attitude at his school:
I'm in an American school but it's not very American. What I sing is
American but it's not very much respected. And that's just the way that is.
See, the old method, up until twenty five years ago, was when you graduated
from Juliard then you went to Europe and you studied. And now it is turned
around so that people from Europe come to Juliard no matter what they
studied there. They haven't quite done it until they get over here. And it's
gonna take— I don't know that it will ever happen that American music will
be as respected as European music. Because Americans must...[m]ake
American music as respected as European music. We don't even play
American music in our symphony orchestras. We don't do American operas
in our opera companies, you see. And we're the ones who are going to have
to do that [pause].... Duke Ellington ought to be taught in every music course
in the world!
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Cindy, who has taught for seven years at her school, entered her faculty
position soon after receiving a Ph.D. She had certain expectations about the general
nature and role of academic institutions:
I sort of had the idea before going in academia that the academy was where
you could learn and experiment. That was where things happened first.
People really were on the cutting edge and they tried to do things. Virtually
every idea maybe before it was thrown out, at least it was considered.
These expectations were based on her experiences as a student at a
progressive secondary school, college, and graduate school. She remembered the
music department where she earned her Ph.D. degree as an exciting, experimental
venue where controversy, criticism, and debate were welcomed and regarded as
essential to learning. The school where she teaches is relatively young and was
founded on some of these dynamic pedagogical and philosophical principles, yet
she feels that some of her school's progressive goals have become static:
[I]t seems like there's an idea of liberalism that is kind of rhetoric at this point.
There's some rhetoric that has been kind of frozen in time and unchanging,
you know, the "racism" and "gender." And those words are thrown around.
Race and gender and class. Courses always deal with these words. Students
come through and they learn about these issues, but I'm not sure. I mean I
don't...deal with courses that relate solely to those issues in music. Not
enough I guess. I try to bring that in when I can but...it's kind of a situation
where those issues, those terms almost have been trodden deep down until
I'm not sure what they mean anymore at Rangeview [College]. And it's like
ideas have been kind of frozen and there's a resistance to change.
Many of the teachers feel that their schools do express concerns about
diversity and have made efforts to recruit more African American faculty.
However, Sadik observes a marked difference in the overall climate and concern for
diversifying:
I started teaching at the University in '69. That's when students were out
there hollerin', "We want Black professors" and stuff like that. There's no
hollerin' anymore. Ain't nobody hollerin' about that.
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Some feel that their schools' efforts are symbolic and that they do not take
the necessary steps to ensure the retention of African American teachers. Patti's
experience is an example. She was a Visiting Lecturer at a small rural college.
After her two-year term ended, she was offered a tenure-track position. However,
Patti declined the offer, explaining some of the reasons for her decision:
[T]here is no kind of support system for these people of color on
campus. There's no real forum in which these people of color can meet to try
to discuss how to get things accomplished, [pause] You know, they had an
assistant to the vice president in diversity. They have that on a lot of
campuses now. That would have been a great help because this person is
supposed to be bending the ear of the president and kind of clueing him in to
what he doesn't know, as a person of color. But it couldn't work because the
position was part-time and...it was a full-time job....
[T]hings are set up to fail. We know about those kind of things. And
maybe something over here would be in place but the rest of whatever-like
deans, department heads saying to their faculty, "Okay, I want a one year
plan, I want a three year plan and I want a five year plan in terms of how you
are going to deal with multiculturalism and women's studies or ethnic studies
within the curriculum. And then I want a follow up. I want to know after
you've implemented this, what has happened to it." There were no checks
and balances. The president never mandated that. That meant it depended on
the dean, whether he felt it was important for him to have the curriculum or
expand the curriculum. If he didn't feel like it then he didn't feel like it.
There was no way in which the president could—he could, he just
wasn't gonna do it—could make these people responsible to what he—'cause
he's the one who put the mandate out. [He said], "I want multiculturalism, I
want ethnic studies, I want women's studies. And I want it...entrenched,
immersed in the curriculum." But there was no way to implement it because it
wasn't really demanded. And people are not gonna change...by you asking
them to please do it.
In fact I went to the president about five times when I was there...and
I said to him one day, "Now when you took America from the Native[s] you
didn't ask for them to give it to you, right? You took it. So it seems to me
that in this case, for you to expect that you're gonna stroke people into
making these changes or cajole them into making these changes, it's not
gonna happen. You'd never use that kind of way of operating when you
wanted something. You've always taken what you wanted. So why is there
a difference of approach now [laughs] in terms of this? Is that just as
important as the other things that you thought were important?"
So he said, "Yeah, that's true. But you know Patti, you can't make
people do things." I said, "Why? You're the president. Why can't you?
You're the president. Yes you can if you care to. And if you don't care to
then you should stay White and all male and forget about this multiculturalism
and just be who you are, White and male [laughs]." He said, "That's true.
But you know it's a slow race." [He said], "It's a slow race and you can't
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move too fast." I said, "Yeah, and if we were to be dealing with that I guess
Black people would still be picking cotton off plantations, right?
So I just in essence said, "Look, I'll meet you half way but you're not
meeting me half way. Don't waste my time. I don't like my time to be
wasted. And I'm willing to dig in and roll up my sleeves and go ahead and
fight along with you for this, but you gotta be serious. I can tell the way that
things are not in place and the way that you're approaching this that you're
not serious. I don't...think I can stay."
All the teachers view the expansion of the academic canon as necessary for
supporting their teaching. Cindy, Patti, and Nduma spoke about the role that
African American teachers play in presenting more inclusive approaches to the
study of music. Cindy states:
There's a responsibility to cover music by women, music by Black American
composers, music, you know, as much music as you can. There's a
responsibility to cover that or else it just won't be covered.
Nduma feels the burden of that expectation and explains why he has chosen to
assume certain responsibilities:
I'm pleased and proud to have had the opportunity to do this. It has
meant opportunities for people of color. But it has also meant opportunities
for people who are not of color. 'Cause they can't know about us the way we
know about us. We have to be their teachers. Some of them study and do
pretty well.... Some of our strongest allies have been Jewish people. And at
the same time you see the media using the two forces to work against each
other, battering and beating each other. History will show and documents
will show that they have been some of our stronger allies.... So I don't mean
that nobody else can help us. I never meant that. But we have to really help
ourselves too.
And one of our present conflicts] in the second generation, probably
on to the third, is that somehow or other somebody thought that we could be
taken care of by the government. I think that's a dangerous mistake.
Governments look out for themselves. They always have. They're not gonna
take care of Black people or any other people of color. They're not gonna
take care of poor White people. They're gonna take care of power centers
because that's what they've always done throughout their history.... So it's
individual. Sol transfer that to people of color. We know more about our
culture than they do. They can't possibly have some of the insights that [we]
do with [our] background.
For some of the teachers, finding books, films, videos, and sound
recordings in their school libraries that relate to their curricula is difficult,

particularly for those who teach at smaller colleges. Not only is there a dearth of
resources pertaining to African Americans, but for those teachers whose curricula
have a more cross-cultural focus, information about other non-European arts is
difficult to locate, an indication that their schools' commitments to diversity are
weak. Patti, Sadik, Mariah, Clarissa, and Alois find it necessary to invite artists
from outside the academy to serve as resources in the classroom. As a result, they
have developed a roster of colleagues who are guest lecturers. However, Clarissa
is displeased with the position her department has taken on its use of resource
funds:
Faculty-wise I find the dance department really exciting, challenging,
interesting individuals. They seem to be on not only the politically correct
mode but I think they genuinely are concerned with diversity and interested in
me being here. I think that [my] position came up as part of their
programming before it became a kind of affirmative action kind of issue.
They were ready to augment their dance program. So I came here with a real
clear vision of what I was gonna do and how I was gonna fit in.
And now the honeymoon is over. They're happy. They enjoy my
classes. They see that everything is working out fairly comfortably. And it's
almost like now they're not willing to work anymore. They say, "You teach
your class, you do that. We gave you those funds your first year to augment
the library. Well, you've gotten two drummers and we only get one pianist.
You get double the budget for your classes. Why do you want to keep
wanting to invite [artists], use up all the rest of our money for 'ethnic dance?'
We have a right to have ballet and modem dance people here too, you know."
And I'm saying, "Well, there are eight of you."
Clarissa's description of how her colleagues have reacted to her use of department
funds suggests that in hiring her, they were perhaps unaware of what effective
long-term strategies require, and therefore, unprepared to follow through with their
commitment. Patti also addressed the issue of her schools' accountability in their
efforts to diversify the dance department at her school:
You know it's one thing to have me come in and teach a modem dance class.
You can get anybody to do that in brown face. It's something else to say,
"We want the history of Black concert dance from the 1930s to present in the
curriculum." Two different things all together. So the idea was to not only
bring you there because you're a brown face, but to bring you there because
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you are also gonna be able to offer some kind of expansion to their
curriculum.
The subject of hiring was also raised by Paige, who as an administrator, is
often involved in his school's faculty recruitment. Cognizant of the criteria and
motives of his colleagues, he is concerned about the lack of commitment to building
a diverse faculty body and the general inability of the administration to grasp its
implications for their students:
We think that we do well. We have three of me. We think that we’re
doing well. I think that they don't understand that sometimes you have to
eliminate the competitive disadvantage. They think that anyone that comes
across the horizon, whatever color they are, if they qualify we'll give 'em a
job....
I think that if you have a person that teaches on a regular basis and that
person subconsciously is not "Black" to the students, that person is just a
good teacher,... [it] subconsciously does something [to] the student. It makes
them very comfortable in their mind knowing that Black professors and Black
teachers publish and write and do all of those things. And they get a better
experience out of it. They're taught better. It doesn't crop up as a problem to
them at another time, you know, down the road. And I think that we're
deficient there in what we owe to our students.
I think that each time we talk about multiculturalism, which is the
thing now coming down the road— And I was looking at one of my
magazines. They got a new set of magic markers that just came out called
Multicultural Markers and it's every shade from black to white. And they got
all these little shades between it. Same markers we had before. They just
bunched them up in a package [laughs]. It's called Multicultural Markers
because that's what we think we should be. That's where a lot of grants and
things are coming, a lot of grants to teach multicultural courses. We should
have been doing it all along any kind of way. It should be part of our just
normal way of doing things. And are we doing it for the money or are we
doing it because that's what we should be doing?....
I'm saying we need to eliminate the competitive edge or disadvantage.
And I think that somehow out there the college should, next time we decide to
hire people we should say openly, "Why don't we look at hiring an American
Indian, a Black, an Hispanic, and...women." It would be a better experience
for students and would make the college a little more well rounded. And I
don't think we have done that.
When Rufus participates on review committees to hire new faculty, an
important consideration for him is the candidates ideology and curriculum thrust.

He shared his thoughts about interviewing a White woman who was an eighteenth
century American and European [historian] from a school in the south:
My whole question with anyone in that is "Well, let me hear your analysis of
the relationship of slavery to the development of the... American economic,
geopolitical, cultural development of the last four hundred years." I couldn't
get into this conversation with her 'cause it wasn't appropriate. But that gives
a bearing on how someone is gonna look at things. If they're gonna teach
European or American history in relationship to "Well, Thomas Jefferson was
a great man and George Washington was a great man, cut down a cherry tree
and told his mom and dad," it's like oh, you're living in a fairyland of an
ideology that was created early on in order to make you look the other way.
But yet in that same document that you all are saying is so important, it said
that my people were two thirds human beings. So I'm very vocal and verbal
with that.

African American Students
The lack of African American students in the teachers' classes was a
common source of discontent as well as confusion among them. Though none of
the teachers spoke at length on this topic, tending to focus more on the students
they presently teach, when the subject arose there was almost always a pause in our
conversations. They reflected and speculated about some of the reasons. Most feel
that Black students are usually not attracted to their classes because they are more
inclined to study subjects that will be more financially rewarding as careers.
Clarissa stated:
I do have one Black advisee. She's not interested in dance in
particular, but she's a really interesting student. But it's hard. I don't know.
Sometimes I think that Black students are so busy becoming the new
occupations that are there and specializing in international relations and
computer sciences and you know, calculus and whatever, and social work
and humanities and that kind that they don't come to the art department. Or
that they don't take the next step. If it's filled up they don't come to the first
class and ask permission to come....
[W]hat I came to realize was that Black parents are no different than
any other kind of parent. That they felt that by coming to Engleside [College]
and having their daughters be here and get a degree for $24,000 or whatever it
costs to go here was not worth having a degree in dance....
Rufus' thoughts are similar:

[Y]ou get a little discouraged because to get the African American students
interested sometimes requires you have to go to great lengths to get them,
because the whole mind control thing that they've been conditioned to. Music
of their cultural tradition is the last thing they're interested in, because they
want to go where the money is. [They say], "I want to make the bucks. I
want to get paid." And "That's some weird stuff that my parents listened to,
or my grandparents."
Nduma said that the scarcity of African American music students has been
one of the more disappointing aspects of his teaching. He identifies it as a
"literacy" problem: because of the way music is taught in conservatories and
universities, if Black students have not begun their studies early they will not
succeed at the undergraduate level:
It doesn't matter how much you can play by ear, how talented you are. What
you do here is learn to become a professional. And being professional means
maybe you're trying to make your living doing it. If you're trying to make
your living doing it you've got to do what most professionals do in the
convention, and that's read and write music. So automatically a lot of them
are wiped out. A lot of the talented ones.
Although there are very few African American students in their classes,
some of the teachers strongly believe that their own value as role models and
mentors to those few students as well as to Black students in other disciplines
should not be undermined. Rufus says:
One of the problems in academia that I do encounter, the down side,...the
population that I hit is...not the population that either is the original population
that created this music or the population that would most benefit from my
perspective. Although they do— No, I can't say that. They equally benefit
but I feel that the African American population needs African American role
models who are knowledgeable in fields of their own culture. That's the way
they would get more motivation to study their own culture, and also beyond
that, to look at culture in general.
Alois told a story about a young woman in her class who not only benefited
from her mentoring, but who helped to remind Alois of her responsibility as a role
model even for those Black students who may not make dance the focal point of
their academic studies:

I find African Americans come in, look at me and say, "Damn, she got
dread locks. It's like my momma and daddy [said] couldn't nobody who
looks like that and talk like that could ever get a job in a place like this." So
they're like, "Well who are you, bitch?" [I say], "Don't try it"....
You know, I've had girls come in and take my class, not because
they're interested in dance. They just want to see who a person like me is,
'cause they've never seen a Black woman who does what I do. So they go
through the course just to be around me, to see me on a day to day basis.
And one girl said at the end [of the course],..."You helped me understand
more the woman I want to be." 'Cause she was raised as an upper middle
class Washingtonian, good education and everything. And yet she's trying to
figure out "Now how do I balance this." Because now her awareness had
been expanded. How does she balance who and what she was brought up
with who she wants to be, and find an example?

African American Communities
Some teachers would like to be more involved in the activities of Black
communities, where they could make meaningful contributions. For example,
Rufus presents concerts for afterschool programs and public schools. He spoke
about a specific concert in the context of his concern for providing quality
educational experiences for African American youth, and his hopes for similar
future projects:
Last year I played at...the Mahalia Jackson school, which is one
hundred and four years old. Now twenty percent of the kids at that school
live in almost like shelter situations. And ten percent of the kids come from
families with drug situations in the family. These are percentages that the
principal gave. I had the band. And so I said okay, this'll show me whether
this thing about them saying jazz is too esoteric or incomprehensible or cut off
from the masses— 'Cause I mean this population, this would be it. So this is
six hundred first through sixth graders. Basically, I was committed to
playing the same music that I play anywhere. [A]t Carnegie Hall, big halls in
Europe, the Vanguard, any church, or anywhere else, I'm playing the same
music....
So don't you know, these kids applauded after every solo and we did
three standing ovations. This is six hundred first through sixth
grade...central Harlem children. So, from that point I realized that listen, it's
all a myth about this music is not comprehensible.... [A]nd it's not just that
I'm a good performer. It's because of the power of the music. And these
children get it and then can relate to it. But when they don't get it they can't
relate to it.
So my whole thing since then has been if anyone wants to give me a
bunch of money or if I come across a bunch of money, you know, what I

would do is I'd just set it aside and I'd book one hundred, two hundred, five
hundred elementary schools. I'd play every inner city elementary and junior
high school and high school in the northeast that I could.... So instead of
depending on the media or something else to bring it to them-they're not
gonna do it. The only way they're gonna get it is if we take it.
For Patti, being part of an African American community that is politically
progressive and active is important to her. She maintained a working relationship
with a small community of African Americans near the college where she taught.
Although this contact was necessary for her to balance her school environment
experience, she expressed dissatisfaction with what she regarded as a conservative
level of political awareness there:
The community was in the 1950s I would say. And I don't know why that
is. Well let me say, they're still singing [sings] "We Shall Overcome." Girl,
if they sang We Shall Overcome one more damn time— I would go out and
get a cigarette. I said, "Okay, they're going into this are they." I would.
Then after they finish all of that business then I'd come back in. Really, you
know, it had its day and it had its purpose in its time. We Shall Overcome.
But that was then.
Sadik lives in a Black neighborhood almost a half hour drive from his
school. His choice to commute that distance is based on the fact that contact with
the community feeds him socially and psychologically, which makes it possible for
him to continue teaching in a virtually all White academic setting. One of his most
recent art projects, the creation and marketing of a Christian calendar, is one that
provides him greater access to Black communities. The paintings in the calendar
are by twelve African American artists and depict stories from the bible using
African American images. As an artistic and business venture, his aim is to address
a need that he perceives:
I'm doing stuff I ain't done before. I'm printing up fifty thousand
brochures. I've got the Alphas, the Omegas, the Urban League, the NAACP
doing mailers. I'm working with the Masons, the Sisters of the Isis, Sisters
of the Northern Star. I never even heard of 'em. Jack and Jill I have heard
of. They're doing it too. I'm working with a lot of different lodge people in
the Masons. I'm working with ministers. I'm working with bishops.

This Sunday I'm going to be speaking to ten thousand people in
Fallham at the Church of God in Christ convention. That's kind of risky
'cause they may throw me out of there [laughs]. But I don't think so. I have
some things to offer them, and I think I've got something strong enough to
offer them that I'm gonna take a risk and talk to ten thousand of them about it.
I'm not gonna talk to 'em about Malcolm. I'm not gonna talk to them about
Coltrane. But I'm gonna talk to them about the complexion of their deity and
how come it is what it is, and offer them a chance to choose. That the deity
might look a little closer to what they look like than the one that they got. And
tell 'em that that's healthier than the one that they've got.... Show 'em some
slides. Tap dance for a while. Get off the stage. They call you back you
know you're in good shape. And if they throw [me] out...I'll know I didn't
do too good. But I think it'll work. But yeah, the whole going into business
at fifty, that's risky. That's risky. You can lose your shirt or your friends,
too.
Nduma, who will retire in the next few years, has a dream that will enable
him to make a contribution to Black colleges similar to the one where he did his
undergraduate work. In addition to receiving some personal gratification, his
aspirations also reflect a desire to serve the needs of those schools:
What I want to do upon retirement is to go back and lecture at
historically Black colleges. I could take my...saxophone, I take my books of
poetry. And I can tell them about—what is it? Being in distant lands.
Because...being in a university like this is quite different from being in the
kind of institutions I came from. Those students have no idea. It can be very
dangerous if you're not equipped to deal with it.... I mean it's dangerous if
you're not prepared. So I've got something to look forward to.
And like I said, I'm specifying. It would be my preference to do it in
historically Black colleges, not that I couldn't do it at the others. I mean, I
could do it anywhere. But it seems to me I'm getting back, coming full circle
now to self reliance. They don't have the kind of inspiration I had when I
was there often. And they wonder about this. And public schools don't have
the strength now because integration has had a toll on some of them. And it
was supposed to not be like that, you know. We were all happy, right? "Ah,
integration and we're gonna have equality." That has not turned out to be a
reality, has it?....
I think I heard somebody out in Oakland, California or something.
Some brothers and some sisters have been talking about going back and just
teaching, re-segregating. Now liberals, particularly White liberals, and I
imagine some Black people, abhor the thought. I think we need to try,
somebody said this, "by all means possible" to try to get a hold of ourselves
and raise ourselves up to some self esteem.

Colleagues
The teachers discussed the nature of their relationships with other teachers at
their schools. For some, the scarcity of African American colleagues is
problematic. Clarissa, who has spent most of her career in culturally diverse
communities, has been teaching at her school for five years. She spoke intensely,
emotionally, and at length about some of the factors contributing to her feelings of
alienation:
[T]his is my life's work, teaching. But it's not my life. It's my life's
work. I'm a human being and I need to have other human contact. I need to
have a sense of belonging and the well being and excitation from time to time.
And I don't get that readily here as a Black professor, as a Black person in
this [community]....
I pass the same people. They walk the same path and they don't
speak. They don't say hello. It's like truly invisible woman, you know? Yet
you know you're visible. They don't say, "How do you do, hello, how ya
doing?".... It looks like they feel embarrassed because you said hello. After
a while you say hello two times and then you say, "Fuck it. I'm not gonna
waste my time or my energy or feel bad 'cause somebody didn't say hello
back or respond." It's not a friendly place according to my values of
friendly....
I don't have the energy or the inclination to...do the things that you
have to do to accommodate certain kinds of settings.... I just feel like if you
don't accept me as I am and whatever, I'm not gonna worry about it. But
when you're in an environment where you see that if you continue that
strategy that I just described, that you're not gonna be successful in your
life's work, you're not gonna get tenure if you're gonna ignore the fact that
you are not making friends and not networking and not being congenial[pause] Look at it. I just reversed it. I'm saying that I feel excluded. But
then the way the institution interprets that is that I'm not fitting in. But I feel
that they aren't making me welcome. They aren't as open and warm and
friendly and welcoming as they might be....
So that slowly but surely you begin to feel if not marginalized,
isolated and from time to time you just feel pretty different. You just begin to
feel so different, even though at another level people are really "trying" to
make you feel welcome. Well, you can't make somebody feel something,
you know? You can't make somebody feel something. And sometimes when
you try to make them feel something you can feel the effort of trying but it's
not real genuine. Or it's not [pause] shared by the whole group. It's not a
majority feeling. You find that everybody is trying because it's not a majority
consensus feeling. That really only a few people are in agreement with you.
Or a few people really want you there, you know? So...you feel alien. You
begin to be aware of your feelings of alienation and anxiety about that. And
you begin to question should you be here.... I am nourished a great deal in

my classroom. I know I'm serving a purpose,...but is that gonna be enough
for me in five years from now, ten years? Do I want to spend the rest of my
life like this?....
I came here also to Engleside in particular because I thought Engleside
impacts a huge span of the occupations that women are gonna be in charge of
in the next generation—the leaders, the women leaders, a fair share of them are
gonna be Engleside alumni. And I'm saying I'm going to make a contribution
to those mainly White minds about diversity, and to those mainly White
minds about the importance of dance and this field of dance anthropology. So
I came here with that kind of challenge to my teaching. But am I...gonna
become a raisin human being, you know? I need nourishment and juices and
excitation and other stuff that Engleside by itself can't supply it. It has to be
the whole environment, the whole community. The demand, it sucks you
dry. It just takes so much energy to constantly be talking about this. To
constantly be, be aware and be sensitive to, I don't know, to the differences.
I guess we always have to do that. That's the biggest question. Can I
survive in a teaching environment, in a professional environment, in a career
environment that's challenging and exciting and interesting, and a social
environment that's almost deadening?
She will take a sabbatical leave next semester, during which time she will seriously
considering a recent offer to teach at a college in Florida. Though Clarissa would
earn less money, she would have contact with a more diverse population.
Jerry reflected on relations among African American and other faculty of
color, which he said is "a bit of an enigma":
[T]hey really don't work together the way that [pause], the way that some
people think that they might. And you have to look at it two ways. There are
some people, regardless of their race, who are not identifiers. They just don't
identify with that culture. You know what I'm saying? They just don't
identify with that culture. They either would rather be by themselves or they
would rather be with another culture for whatever. And then there are others
who want to identify but who [pause] just don't want to get involved
anymore. And there are those who support each other.
Differences in values among teachers of color was an issue for Patti. She
explained the difficulties of agreeing on a course of action to mobilize an
organization that was established to address the needs of "minority" faculty:
We had a faculty meeting on campus [with people] of color. We're
talking about East Indians. We’re talking about Africans. We're talking
about African Americans. We're talking about Latin American faculty. We
get into a debate about whether we are going to let White people into this
particular, I don't know what we would call—it's a commission sort of. In

which we would try to watch-dog the University is what we were gonna try
to do.
These people talk about "Let White people-" I said, "Now you know
one thing? This is very sad to me, because what you're telling me is that we
are...not justified in what it is we want to do unless we let White people in.
That is so sad. And I'll tell you one thing. You want a White person in here?
I'm outta here. Because we have other organizations in which to come
together to deal with that, you know?" There was no organization on any
kind of level that just dealt with faculty of color or students of color or
whatever. And we needed that....
Patti and Alois said that the lack of support they have experienced from
colleagues has resulted in their assuming formal and self protective attitudes.
Although these responses may not benefit either of them professionally, they are
walls that both have built for survival purposes. Patti says:
I'm not here to chit-chat, you understand, and drink a little tea, 'cause I could
care less whether you really like me or not. Really. But I want you to know
that I respect what you do and I don't feel that that's reciprocal. And I feel
that if you don't want new ideas and you don't want new kinds of
approaches, then...don't open up the department to other people and pretend
that you are when really you're not.
Similarly, Alois says:
I don't try to be their friend.... [Y]ou do business with them, you know, but
you don't go and lay up in the hot tub with 'em [laughs]. You just be
colleagues. You have something in common. You work with that. And after
that I go home.
Rufus' sources of support are his family and church, while Paige's come
from professional artists outside the academy. Through exhibiting his art abroad,
Paige has developed a number of colleagues with whom he exchanges information.
However, his relationships with colleagues at some of the local colleges have been
less gratifying, as he states:
Some American professors are fragile and... they're too
competitive.... You should be uncompetitive in exchanging information.
You should be competitive when you believe that the world isn't round, that
it's got a flat side to it, okay?.... You should be competitive so that you fight
to get your colleagues to listen to why you believe that, and look at what you
do. And you should drink and fight and pass on information all night, and

pass it on to your students and everybody else. And out of it a lot of good
things come....
So to find a group of artists that are colleagues, sometimes I find it
such a phony atmosphere. I really do. I find professors from some of the
colleges around here,...we get together and it's such a phony atmosphere....
They're not just not for real about it. I mean, they're not down to earth.
We're very competitive about what we trade with information and resources
and all of that. Very few of us call each other to get together on the chance to
do a show or do something that we can't capitalize on. If we can't, we just let
it drop and it's lost.
Paige reflected on his relationships with two European colleagues:
Leonard is up there by himself and a hurricane comes up, and I'm in
Chicago. And Batavia may be thirty miles from Chicago or maybe an hour
drive from Chicago. I drive to Batavia in the hurricane to help Leonard 'cause
he produces pieces of art with big pieces of split bamboo.... And the
hurricane is going to tear it apart. So I go there to help Leonard. Work all
night to help put it up, okay? And then the next day stay with him until he
leaves and say, "Leonard, see ya." And I haven't seen him until I head back
to Holland....
[Ojne of my friends is BF. BF is the head of the Northern Ireland
Council for the Arts. BF is very close to me.... When I'm in Belfast I live at
his house. When he's over here he lives here. He's the head of the NICA
and it's a conflict of interest for him sometimes to do a show where [he's] at.
And I knew this so I just staged a show for him [here]. And he said, "Why do
you do this?" [I said], "Because you're good and you need to do this." BF's
[pause] son perished in a fire a few weeks back, and I didn't know what to
do. I didn't know his son. I just met his son a couple of times. But I just
went there to be with him, you know? I flew to Northern Ireland to be with
him. I haven't found that in my community of artists....
That group of colleagues are not afraid to be gentle. We exchange
information. If I've got a show going I'll include them in it. If there's an
opportunity that I can't make—right now I make money doing art and I'm
selling my stuff and I'm traveling all over and other artists are starving....
The point is every time I get an opportunity I can't fulfill, I turn it over and I
call one of my colleagues and say, "Look, I've got this going. Hey, you've
got to be part of this." Now I don't know why that is. Maybe I found that
with European artists,...I'm not invading their space. I'm not a challenge to
them.
Roles as Artists
Most of the teachers feel that their affiliations with academic institutions
benefit them as artists. Patti explained one of the advantages as a dancer:
[T]here's a lot of perks about it. To be without space, which I see now, and I
was without space before I went to the university setting, that's a difficult

thing to have to pay for a rehearsal space. The little small things you need are
not accessible to you when you're just a community person at large, as
opposed to being connected with some kind of organization.
Nduma said that his Ph.D. was his "union card," providing him with
benefits such as a regular income and the ability to chose his performance
engagements without economic pressure. Rufus expresses similar feelings:
[I]t works in the bigger schedule 'cause it allows me not to take some
of the nickel and dime gigs that I just don't really have any interest in doing
anymore. I want to perform things that I want to do. I don't want to be when
I'm fifty, sixty, seventy years old working in places that I don't want to
work in 'cause I need the bread. I mean I may have to. You certainly have to
do things to stay on board financially, but I'm more interested in teaching
aspects than in just playing in the joints....
So academia has allowed me to really focus on those aspects of the
music and not be as worried about the lowest common denominator stuff.
Because when you're in academia,...as we work along, this music is
hopefully being perceived in the stature that we want it to be looked at. And
in the commercial realm of media and big business, you're dealing with
something that could care less about aesthetics and all that kind of stuff. All
they're concerned about is: What are the numbers? You play your butt off but
the owner's only interest is "How many people came in here tonight?" That's
the part that really turns me off, actually makes me sick, that part of the jazz
business, you know, where you go in and work someplace and the only thing
that's of interest is how many people come in. Well, I'm not interested in that
part anymore.
Most of the teachers agree that being able to engage in meaningful personal
arts projects fuels their teaching and inspires their students. Rufus continues:
I feel like I'm blessed in the sense of what I do for my day job is basically
what I do for my creativity job. I'm teaching. And I teach it in a manner
that's really the exact same flow as by how I go about my work.... Now as a
formal setting here at this university as opposed to another place or being in a
high school or an elementary school, I feel very comfortable and actually
blessed in my situation 'cause I have the flexibility. I can still do my creative
work and travel and do whatever I need to do. And what I teach is very much
[in] the direction of what I'm also interested in studying and performing. It's
not like I'm teaching something out of the realm of what I do. So in that
sense the flow is right there.... [W]hen you have to explain something you
have to know it better. [C]ertain things as an artist you can know and you
work through. And once you have to explain it you really have to be able to
break it down and still be able to present it in a way that doesn't rob it of its
life.
Cindy confirms this:

If you're excited that you're writing this piece, and the Chicago Symphony is
going to play it next weekend, that kind of excitement is gonna just infuse
you. And you're going to go into the classroom and you're going to tell them
about the experience of going to a rehearsal with the Chicago Symphony and
have them look at your piece. That kind of thing I think is just directly gonna
be related right back to them.
Alois finds that the key to surviving at her school is to remain active as a
professional dancer and only teach part-time. It relieves her of many of the
administrative responsibilities that full-time faculty have, and allows her the
necessary time to concentrate on performing. Like Rufus and Cindy, she finds that
performing helps her to fine tune what she teaches because of the overlap in
content. Alois spoke about the balance she has tried to maintain between dancing
and teaching:
For the past four or five years I've been saying I want to stop
teaching. And that's mainly because when I teach I give. And I'm feeling
like I'm running out, I'm reshifting. What I would miss and what's very
good about teaching for me is that I say it keeps me honest. It makes me
really— If I open my mouth do I really believe this? So it makes me question
and be very aware of what I'm saying....
[W]hen you're dancing, you don't necessarily have to deal with
people or confront things, you know. You confront your own physical
limitations, but...most of the time you're leaving your person out and you're
going into different characters with the different dances. My personal
relationships I don't feel keep me honest because, I mean I hide in those, you
know. I'm afraid of those to a certain—so I don't always share with those.
But teaching, I do because people ask questions. People confront you. If
they don't believe what you're saying or they don't understand, then you got
to— Do you know what you're saying well enough to break it down? That to
me is the skill of teaching. That's really knowing your material.
I cannot do it all the time in terms of just teaching and not having other
stimulus in my life. The performing nurtures the teaching. The choreography
nurtures the teaching. It gives me new things to bring. It gives me new ideas
to explore. So one feeds into the other.
By having his summers free, Sadik can pursue art projects that would
otherwise have been impossible had he chosen to supplement his salary through
employment in a profession other than university teaching:
It allows me to renew myself. It allows me to plan, to research, to do my
art.... If I had a regular nine to five with one week off or two weeks off in

the summer I wouldn't be able to. And I've had those kind of jobs.... So
yeah, I think I'm very happy. And I think it's about the kind of life that I
have, and the kinds of things that I've chosen to do. And I think that's the
key word, "choose" to do. Because a lot of people don't have an opportunity
to choose. I come from a whole line of people that had no choice. I'm the
first one in my family to choose.
Because there are so few opportunities for composers to secure a living
writing music, Cindy realizes that teaching is necessary in order for her to stay
within her field.
[I]t's hard for composers to be independent of the academic
institution. Most composers around are affiliated with an academic institution
because [composing] is not an area that's highly valued in our society outside
the academy. And for that reason, we do have to usually have the academic
job to pay the rent.... So it's helpful to be within the field that you're in, even
though it's not exactly, it's not what you really want to be doing.
And then again, it's a certain...standard of living too. Teaching
doesn't pay much but, you know, it's better than McDonald's, a certain kind
of job bracket. So you have to think, "What can I do which will be closely
within my field and I'll be dealing with the materials of the field that I love?"
And maybe somehow, some aspect of it will be inspiring to my own work.
So you want to...choose something like that....
Though hypothetically, she should be able to pursue her composing while
teaching, unlike Sadik, Cindy has found that as one of two full-time music faculty
members, her heavy teaching and academic counseling load has not allowed her
enough time to do so. In spite of the fact that facilities are available to these artists
to pursue their work, and that the academic calendar promises them time to engage
in their personal projects, Clarissa, Cindy, Nduma, Jerry, and Paige, who are five
of the six full-time teachers, explained that it is extremely difficult to find the time to
develop their art. The emotional and academic demands of teaching, as well as
academic counseling, and in Paige's and Nduma's cases, administrative
responsibilities, often feel overwhelming, as Cindy stated:
It's just too bad that...teaching has to be so back breaking, that it's
not rewarded enough. Teachers are not highly [pause] thought of so that
they also get enough time to kind of replenish themselves and do their

own work. I mean that would serve to feed back into the students if I
think we saw it as such....
[I]t's just hard to balance everything. It just really is. And I think
at times it should be either/or. You should have periods where you just
do your own work, performance or composition, and periods where you
can devote to teaching. But of course, it's hard to balance that. There's
just not enough time off that's given to where faculty members can work
on their own personal projects. I don't know how the system could be
improved. That needs to happen.
Mariah, who has been teaching part-time, relies on her art is her major
source of income. She exhibits her work in galleries regularly, and receives
commissions from public and private sources for a number of exciting projects.
She decided not to teach this year, and as she spoke, she searched for some of the
reasons:
I just could not continue to do it because the way I do it it takes a
lot of time. A lot of time in preparation. A lot of time. It's a three hour
course but it took many more than three hours to get ready for it. I mean
even though I knew it after a while, but then I wanted to bring new things
to it. And I wanted to not only have art, but I wanted to show what music
was going on around the time.... It was very difficult for me. I got kind
of [pause] in a state where I was tired of sort of like bucking my head
against things. And I needed a break, really. My exhibiting and also
illustrating meant that I needed to not have to know that I had all these
papers to read [laughs] and all these grades to get in and those deadlines
and stuff. So I really had to stop teaching....
[A]nyway, it just wasn't enough money. That, and then my work
started demanding more of my time, and if I could have been paid better—
I'm not sure if I would have stayed actually. If I could have been— Yeah. I
guess there would be some kind of way I could have stayed if it had been
significantly more money I should say.... I think it's really the money issue.
Winston also talked about the financial strain on him:
[T]hey pay me at Greenland [College] twelve hundred dollars to teach
a course for the semester. That's twelve hundred bucks, out of which they
take taxes, out of which I have to pay my own transportation, which for two
days it's forty dollars a week, [laughs] And you do that for a semester and
you know, that's not even chicken feed.... But I do it. When I came, I was
confronted with doing this. It was the difference between not having a job,
you know,...and continuing to teach, continuing to make two cents even
though you were going to take it in your left hand and give it to your right
hand....
I basically have time to get out of my house, get there, do what I have
to do and get out of there to get back [home]. So aside from one or two

people who I may meet in my department and a chairperson and the secretary,
I really don't get to know other faculty people. I don't have the time because
next morning I'm teaching someplace else.... If you're only going to pay me
for the couple hours that I'm teaching, there is not much else I can give you
outside of that. You aren't paying for it and you're not going to get it.
Although some of them who are not paying for it they will try to get it
anyway, you know. But I don't have time to go take a bus and go up to [the
school] for a meeting that I'm having to pay for. I'm not earning enough as it
is. 'Cause they do have their staff get togethers and you'll get a memo
inviting you, but I don't have the time nor the money....
And at the same time, all this time I've been there they were always
after me to put on a performance, to put on a dance concert. I said, "How am
I gonna put on a dance concert when I come here, teach classes two days a
week. It is too far for me to hold rehearsals starting at four, five o'clock in
the evening. When do I get home? At midnight?" But still I would
contribute a work or two on a program that they had. And [they] brought up
the fact of wanting to do something to make the department more visible to
keep the enrollment up. But I can't even deal with that.... I don't have time
for that. That's a whole nother job description. I'm a teacher. I'm not a
recruiter.
There isn't any money in teaching dance for dance educators. We are
at the bottom of the totem pole. Teachers are at the bottom of the totem pole
in this society to begin with anyway. You know. You pay somebody who
hits a ball or kicks a ball or who runs with some piece of pig skin more
money than some of them can ever use in a lifetime. And the people who you
are depending upon or who you look to to nurture and help the growth and
development of your kids, you pay them next to nothing.
Alois and Rufus realize that their academic appointments were secured
because of their status as professional artists. Alois says that although her school
hired her because of her professional reputation, they are not flexible enough when
it comes to accommodating her more lengthy engagements. Rufus feels that the
expectations and standards by which Black artists are measured for part-time
appointments are not the same as they are for other part-time faculty. He states:
[W]e're kind of like highly achieved "supemiggers" that come [and] teach
them in a manner that they can digest. [They say], "We like you but don't
bring your cousins" [laughs]. That's all up in there. That's definitely in
there. Not even "don't bring your cousins," but "we're not interested in your
cousins. We want what you have".... It's like, "You beyond the cream,
honey. You the top of the cream. We want you. Come on up here and we'll
give you this and then you'll be like us." That's another thing. Diversity
doesn't mean a bunch of people who look different who think the same.
That's not diversity. That's a bunch of people who look different. Diversity
means people who look different and think different.

Both Paige and Nduma are constantly faced with the challenge of creating
time for both their own arts projects and their teaching because of their
administrative duties. Paige talked about a decision that he had to make:
Four years ago I was offered a vice presidency.... And it took me all of about
ten minutes to turn it down. [They] asked [me] to go home and think about it
and talk to my wife and talk to my friends and all of that, and how important it
would be. Each day the same answer was the same. And I think the
answer's still the same now. I wouldn't want to move over there...unless I
was the vice president or president of a college that was an art school. Part of
my duties are to go say yes and no and...sign the paper and make sure
everything is done.... And then I go to my studio and I teach art and I teach
students. Well, that won't happen because if I get into that end of the college
I'll end up doing fundraising and doing everything else, and I'll get away
from being a creative person.
Nduma returned to playing the saxophone after having stopped for about
fifteen years, during which time he focused exclusively on composing. He
describes those years as one of the "driest" periods in his life. He now practices
music late at night and reserves a portion of his summers for composing and
performing. His skills and identity as a musician inform every other aspect of his
life. He explained how it has shaped his style as an arts administrator:
I think the art is the thing that gives me the insight on how to do
everything I do, absolutely everything.... [F]irst of all, I have a minimal
amount of need for computers and statistical data to make a decision. It's in
the realm of spirituality is what I use for a guide. So things like faith, hope,
spiritual concerns, and a strong sense of ethical values. That's all I need to be
an administrator. I know enough about the field. My field is the arts.
In administration you're a generalist, but that means knowing about
human beings. That's the key. And my interpretation and interaction with
human beings are based on fundamentally spiritual values, the golden rule,
which is the common man's way of talking about ethical values. If you treat
other people the way you'd like to be treated, you don't make a lot of
mistakes in abusing people. If people think you are fair, even if they don't
like some of your decisions you can be their leader. If you're not, you don't
deserve to be their leader. I'm guided by that.
I have staff members who deal with computers to gather data,
particularly for people who make decisions based on data, that's fine. That's
what I use it for. But I don't have to make my decisions that way.... I think
the best administrators are imaginative. I think the best scientists go beyond
what you read in textbooks. They go beyond that, probing and looking and
searching for something else, and discovering something that somebody else

may put in textbooks. I think that I have seen administrators who relied on
technical and scientific data. And [their] batting average is no better than
people who don't. It's something else that helps you make the right decisions
where people are involved.
Through the following profile of Nduma, the various facets of his work are
offered from the perspective of a seasoned teacher. As an administrator, he has
successfully implemented and developed a unique and extensive multicultural arts
program at his school. Close to retirement, his insight on academe and his
contributions to the university are thoughtfully and critically delivered as he reflects
on the meaning of a range of issues and experiences.

Nduma's Story
[My mother] said the way she kept me quiet was to sing to me while
changing diapers. She got the best results by singing. I think I responded in other
words to music at a very early age. I don't know what that means actually other
than that I'm told that. It could mean a lot. As I see now, I've never ever been
happier than when I am involved in music or some kind of art. So I think it goes
back a long, long ways....
I was bom in Galveston, Texas in 1930. So what we're dealing with is a
completely segregated system. I mean by law and by custom.... I was put in at
three years old in the kindergarten. I learned my ABCs. I learned all sorts of
things, let's put it that way.... By the time I got to elementary school I was already
ready for the second grade.... You could do that in those days because people
invested in you. When you have all Black teachers the advantage is that they care,
at least they did then.... I had all the love and whatever you would need....
[A] teacher that stands out in elementary school was Annalee Bell. This
was a heavy woman. All of these are African Americans. I mean that's a given,
okay, because it was illegal for it to be otherwise. It was a real blessing too....
Annalee Bell...would tell me if I was acting up. And I was a prankster I'm sure,
and had a certain amount of capriciousness and mischief I'm sure.... I also
remember some corporal chastisement. In other words they were given permission
to whup my ass if necessary. They never overdid it. [The] things that I can

remember are a supportive nature. That's the big impression I have of elementary
school.... Now I can't say that this would not be possible if they were not AfricanAmerican, but it hadn't been my experience.... I think it was a period in the history
of our development as a people, African American, where everybody aspired to go
up. Teachers really, I thought, had a mission and they taught with a kind of
passion because they thought by leading us we would be better than the experiences
that they had....
I joined the drum and bugle corps [in the fifth grade].... So I went...and
took lessons. And then [in] three months I was in the band because I was fanatical
about practicing, absolutely fanatical. No day could go, I mean even when I
traveled and went to the country I said I had to have my hom. My mother was right
on target. When neighbors complained about my playing she said they could
move. In other words I was locked into that [laughs]. I was locked into it....
I didn't grow up in neighborhoods that were prudish. I mean I grew up in
some tough environments really. But...[my] church and my family kept me on the
right course. The thing that really saved me was music. Because by the time I got
to high school, all sorts of things were going on.... So once I got involved in
music, most of my energies went there...because I cared more about being a very
good musician. I was inspired.... My teacher,...he'd assign two or three lessons.
I'd come back with six. And I went through books so fast because it was a
challenge....
I was playing professionally at twelve. What happened is that it was World
War II. And the musicians that had the level of skill that I had that were young
were drafted. So I was playing with, I remember the old fella. Russell. Russell
Louis, [musicians] forty five years and older. Great, great nurturing situation
because here I am playing seven nights a week from eight to twelve, a junior high
school kid with a guy who had transcribed Coleman Hawkins' Body and Soul, and
that was probably what we were playing on the stand and things like that way back
then. Great, great, great experience.... And I also used to go to jam sessions all
the time. Oh boy, that was great fun because you'd really be challenged by the
musicians. That's how you prove whether or not you can do what you're
supposed to do, okay? So I was proficient....

So all through high school I was...developing my jazz chops. I also played
in a band that my band director established.... [W]e would play for dances.... So
I would go into these things [laughs] and there was a little area reserved in the
[pause] right corner of the facility for Whites. It was a little area. It was the reverse
of what we-'cause in the movies everything [was] segregated. So the Whites were
allowed in too because they wanted to come, and they accepted being segregated.
You see what I'm saying? It was the opposite. They didn't dominate this one.
Blacks were the ones on the dance floor and up in the balconies and all around
doing things. The Whites were in this comer. But they loved the music so much
and they would dance in that little space. I thought that was one of the ironies of
segregation. You know, every place else it was illegal but there [laughs].
People say, "How could you keep up with your course work and do this?"
Well, playing the music was a pleasure and a joy and a learning process. I just did
my course work earlier before I went to work. So it worked out all right.... In fact
I even went to audition on the stage for Benny Carter when I was thirteen. And
my mother put her foot down and said, "You're not going on the road." I think she
was right. Thirteen is a little early for what was going on.... Bless her soul. She's
still alive too. Without that woman I don't know what I would have been. There
was nothing that she didn't encourage me to do that was right. By the way, I got
lots of whuppings from her too, almost daily for a while. That's an interesting
thing too 'cause I think I was just that mischievous. She tried to teach me what was
right from wrong....
I remember back in those days I was a loner a lot of times too. Because if
you practice, practicing is a lonely art. Nobody's interested in your repeating these
things or whatever it takes to get your technique going. Sol think there may be a
lonely kind of path that most artists take at one time, because it's a way you can get
in touch with yourself.... What happens is that nothing else is there besides you
and your instrument. You discover things about what you can and cannot do....
I was in college at age sixteen, Wendell College. That's a Methodist college,
Black college in East Texas.... I went there on a scholarship.... It was a small
college, very small, six hundred people then. Three music teachers.... Within the
first semester [my teacher] allowed me to be music director of the swing band....
[H]e was inspirational, very encouraging. I think he was delighted to have

somebody that could do that. I mean I had the authority simply because of my
musical ability.... The Wendell Collegians was the name of the most celebrated
ensemble there. In those days all of the historically Black colleges had jazz
ensembles. That was just a given. This was before the music was even allowed in
White institutions.... We played dances for fraternities and sororities....
[In] 19491 finished.... Then I accepted a teaching position at the college.
Isn't that something?.... Unheard of. But what had happened, ah, this is
interesting. The music teacher was...a very talented man, a musical man that I
respected. [He] had unfortunately gotten two amorous with some of the co-eds and
he had to be terminated.... So I just went right into the position.... So here I am a
professor at nineteen, right? [laughs] Not a professor. Well, they didn't use the
term, but teaching at the college level. And...so in '49 and '50 I taught.... But in
'511 went to graduate school. I got my master's [degree]....
All my graduate degree work, the master's and Ph.D. is in composition.
And in fact I didn't even do much playing the first time I went up there. I had to
catch up. I had to be able to work and produce as well as my counterparts, and
that's all that they had been doing. They'd probably graduated from schools where
they had been majors. I'm from this school with only three faculty members.
There was no such thing as a concentration in composition at Wendell College. But
I got into it because I was interested in it.... I got into classical music actually in
reverse chronological order. I started off with Stravinsky and worked back to the
early masters. 'Cause Stravinsky was closer to jazz because of his harmonic
vocabulary and his rhythm. When I mentioned that to my professor he dismissed it
immediately. 'Cause he couldn't hear that. He didn't know jazz well enough to
know what Stravinsky was doing. And I think he probably would have dismissed
Picasso's [pause] leaning on the African visual images in the same way. They
think that [pause]—there's a certain arrogance that goes with thinking you invented
something and you don't know....
I stopped playing for about ten years it seems to me when I went back and
got my Ph.D. in '60.... What happened, by the time I started working on my
Ph.D., a major influence on me compositionally was Arnold Shonberg who was a
German expressionist, and using the Dodecker phonic system of composition....
And I was writing in that style. I learned the techniques and so forth. It was ten

years or so later that I discovered, "Hey, why am I doing this?" Well, I know why
I was doing it. Because it impressed my peers, White peers, composers. It was
intellectually oriented and most people couldn't understand it. We all thought hey,
we're pretty hot stuff. We can do these things and the people would catch up with
us.... But if you want to say something and to be a part of humanity, I think that
you ought to talk with people. You ought to communicate your feelings and ideas
so that they can understand it, okay? So...my work is no longer
overintellectualized.... It's more coming from a spiritual reference....
I got back to playing again actually as a result of PT really, who said he
knew about my playing. He said, "You know, Nduma, we know and the kids
know you're a good administrator and so forth. But you ought to play because
that's another aspect that would be useful".... And now it's unthinkable not to. I
must play now.... There's actually something physically that happens to the body at
times when I'm playing. So I have to do it. So it's a great marriage between the
two now. By playing more I write faster. The creative juices just come faster. I
denied it for a bit. It was a mistake but I recovered.... Now though, I'm looking at
finally using what I want to about all the variety of experiences, and then letting that
be my identity.... There was a time when I rejected what was me. Part of going
through these institutions which again you go there to learn what they have to offer.
But when I received my inspiration by Shonberg, in a way I had absorbed his
Germanic or Austrian culture. Placed it in a higher priority than my own[pause]....
I found a way then to remain creative in a sense, but not reflect my culture the way
that I'm willing to do it now....
I came here in 1970... There were no Blacks in the music department when
I came here. I was the first one.... I was, of course, somewhat of a novelty in the
department and in a field where standards of excellence are set by European
conventions and traditions attached to music. Most of them had no idea that I came
into music by way of jazz in my background, not by way of the European classical
tradition. Nevertheless, the first thing that happened I think, was that the
department chair had complained to me...that a group of students had come to the
office and inquired about playing jazz. And since it had been a policy of the
department not to allow jazz performance, pressure from the students had been put
on them. And he mentioned to me that he would try to find somebody in the

department who didn't mind serving as a faculty guide or counselor for a group of
students who wanted to play jazz. So I told him, and he probably was surprised,
that I thought the music was more important than that and that it was a part of my
background. He had enough respect for me as a musician in his tradition to listen.
And I said, "I think it’s important enough to be given credit like any other courses
that you teach here".... So it started that way.... I carved out a niche for myself in
our tradition....
I don't teach necessarily in the traditional canon. I teach according to trying
to see where the students are individually and collectively. And then try to get them
interested in what we're doing, and let them rise to the occasion, rather than
superimpose a rather rigid curriculum.... It seems to me that in many, many
instances...that [some teachers'] approach to teaching is more vertical or
hierarchical than horizontal in terms of concept.... I'll put it this way. You start off
with theory to become a musician. If you cannot read, that is, A-B-C-D-E-F-G and
then back to A, if you don't know those seven letters and then know what they
mean on five lines and spaces, then you're not gonna be a musician. That in the
center, although we know on the side that some people don't read music, musical
illiterates, but they can play music because they've learned it by ear. [You] do not
move in the academic world that way. You must read music 'cause that's
the...canon of the tradition.... So when I said my approach to teaching is to try to
find out what is the level of talent in the individual student and then see if we can
introduce concepts in music, ideas, usually by way of music itself to stimulate them
so that they want to be able to move themselves from where they are, it's not that I
don't recognize that growth is necessary. But it's a question of how do you get it.
And I never enjoyed rigidity in terms of trying to develop the canon of methods for
learning.
When a composition student comes to me, it doesn't take me long to see
what kind of style or tendency they have, what their harmonic vocabulary is. And
often it's not expansive, but I listen, and usually they're talented and I compliment
them. And then I suggest, "Have you ever listened to this? Have you heard this?"
Trying to get something that will get into their heads and minds about other
concepts, different things.... That's what I mean by teaching [pause] with
flexibility, or horizontally, or with recognition of either the musical talent or the

intelligence of the individual studying.... And as a barometer I use the relationship
which usually develops between me and the students, even if there's a lot of them.
What you want to be able to do is to allow them to feel that they have a capacity to
comprehend what you're talking about. And you don't want to intimidate them.
I think in some instances my flexibility as a teacher is rather difficult. And
probably I could get criticism from people whose system is much more rigid in
terms of tests. I don't give tests.... I want to know what they've learned, not what
they remembered that I'm trying to teach 'em. So I ask them to do papers where
they have time to reflect. Now I make it pretty clear.... I say, "You have two
papers to write. But write them well. I know the class doesn't seem particularly
difficult".... I want to see what they're learning, not what they have learned by
rote. I want to see how they think and apply themselves. So that a person who
doesn't read music can get an A out of the course.... I think then the intelligent
students realize there's a certain amount of rigor there. It's not a lack of standards
but it's a question of how do you apply them. It gives them the freedom to express
themselves.... For those who don't write well there's not much I can do about it.
They don't get a good grade. But I don't flunk people. You know, I told them,
"The only way you can flunk this course is don't come. And if that's where you
are, why'd you take it in the first place?".... I never get the criticism of being
unfair.... I mean they hear music that they've not heard before. That's what I'm
trying to teach. I'm trying to teach them to develop a taste for different musics.
That's really what I'm teaching. That's what I want them to learn.
I think to be a successful teacher you don't intimidate students. I mean it's
just my style. I have two composition students, at least two composition students
now, graduate students, who have natural lyrical qualities. And I think that's good.
One has a strong harmonic sense. And I said, "That's good." But I find that [in]
his second semester study with me it is too predictable. I mean it's like being
caught in a groove and it works, you know. But who wants to wear the same suit
all the time? I mean how do you get out of something like that? I mean the only
way you can do [it] is get variety in your wardrobe. And I told him, "Your
vocabulary, try to expand it some way." But I want him to expand it in a natural
way to him. The only way I think you can do that is to tell him to do certain
things, to listen to a certain kind of music. And then give him guidance.

Occasionally, I'll say, "Well, this is what you could have done." That's usually
enough. Then they say, "Ahh" and they go off and try something .... But only
just enough to get 'em— I don't want to write their pieces for them. I just want to
show them where I think they are. [I say], "Maybe here, and then you could go
someplace else as an option." Sometimes I give them two options, three,
whatever....
I must say, all that I've been describing...has to do with my mature
teaching. When I first started teaching right out of college, I think I was a monster,
an absolute monster because [laughs].... Well, first of all because I had been such
a perfectionist. I mean I had practiced every day come hell or high water. [I] was
fanatical. I had to do this. I did it. It didn't matter. Seven days a week for many
hours. As a result I made progress and I was rewarded by winning the approval of
peers. That's the way you only really know if you can do it. You don't have to
ask somebody "Am I good?" You get out there and play enough with people who
are good, you develop self confidence yourself. Being a young fellow like that and
directing ensembles in college when I was about seventeen or eighteen years old, I
was not tolerant. I think it was unfortunate now with hindsight. I got good
performances.... But some of the people that I leaned on very heavily did not have
talents large enough. Some people have and when I was younger I did. I got
results, too, by beating them to death. Not to death but [laughs].... But I just
don't want to do that anymore. In fact I don't think I can do it anymore. Then, I
was quite young, and as I said, very, very much a perfectionist....
I think the competitive streak in me is not very visible. I usually am quite
calm, poised and so forth. The competition comes with a kind of self satisfaction.
In fact I think it has been why— Why did I practice so hard earlier? I mean when I
first started playing the trumpet [it] was because I wanted to be in either Count
Basie's band, Duke Ellington's band or Jimmy Lunceford's band. Those were the
best bands, and there were a lot of other Black bands. I never thought of being in a
White band because I recognized that in that period, in the forties, they had not yet
learned the language sufficiently. So I understood the awkwardness about 'em.
Just like when you see people who try to dance and can't really, their bodies don't
do it. I heard that in their music so I wanted to be in the best bands. I don't know
whether that's competition or it may be a form of it.... But it also is the way that

you critique yourself. I know when I wasn't playing as well as people that I
admired played. So whichever way you want to look at it.... It helped me. It gave
me drive.
I think competition can lead to ruthlessness. And I've never been like that.
I've always felt that if I knew how well I was playing myself or writing- And if I
didn't get some of the breaks that somebody else got, I wasn't willing to undermine
them in order to get it. 'Cause it's not necessary.... So I've never found it
necessary to be ruthless to get over. I've never found it necessary to degrade
somebody else in order to upgrade myself. So not that kind of competition 'cause I
don't think it's necessary. I don't think it's wholesome. In fact when I mention
ethical standards, you can either call it ethical and go back as simple as the golden
rule. Whatever it is that allows you to be happy without undermining other people.
I think people who are inherently evil, which means they like to do things to other
people, are either mentally disturbed or are wanting in something, that is, in self
esteem. Because it's not normal. It's poison in a way. And who wants to live
with poison? I think it can do you in. I think it's physically...unheal thy. At least
that's the psyche that I use, so why get that into my system? So competition yes,
but it's in the service of art really.... [S]pirit of competition, wholesome
competition....
I find...since I've been teaching music at all of these institutions that the
level of talent of the students that were in my class when I was in college, which
was between 1946 and 1949 is no higher now than it was then. People have been
exposed to more things. But I graduated from an institution that had I think about
three members of the music department and faculty. And this department in music
and dance has about forty. And the net results of the students that graduate is no
better than the historically Black colleges where we had three teachers. What that
tells me is that the whole concept of trends in higher education is inflated in terms of
what's needed. And the National Association of Schools of Music and a good
number of other accrediting associations in different disciplines in higher education
behave more like other institutions in American culture, based on growing and
getting larger, and largely on the theory that that means better and better. And of
course that really isn't true.

[M]y prior experiences as both a teacher...and an administrator...at
institutions historically Black and smaller [have] been instructive. It means a great
deal in this sense.... How could...I survive in an environment like this, coming
from such a "poor" background, when in fact I survived very well. Which means
the whole notion of those historically Black colleges being places where people
were deprived of opportunities to compete- In fact in the sixties they were talking
about phasing them out. Since integration had come about in the fifties and sixties,
[they said], "There's no need for those colleges because the predominantly White
colleges, which are much better equipped with facilities and have people with
higher degrees and so forth, we don't need those." Well I didn't think that was a
good idea then.... I knew that was a wrong notion. Now I'm happy to learn that
many middle and upper middle class Black professionals are sending their children
to historically Black colleges.... And the reason for that: the nurturing quality. So
I've learned a great deal.... [T]he basic thing for people to be successful with their
lives is to have deep convictions about whatever they want to do and love what they
want to do, and then go about doing it. You can do that in historically Black
colleges and you can do it in White colleges. It's harder in both of them in one
sense because you may not have the resources in historically Black colleges, but
you'll have the nurturing qualities, which for some people is what they need. In
other words you have strength in teaching. That's what those Black colleges
have....
What satisfies me? The growth that I've had as a musician and the fact that
I'm able to do things. I'm very satisfied about what I think is a kind of
documentation of our culture 'cause the music that I'm writing now is not
something that somebody else would write. It speaks to our culture, and this time
I'm talking about African American culture, in a way that's personal to me. It does
not sound like what somebody else would do. So I like that....
What's dissatisfying about what I do? I don't have enough time to
concentrate on the things that really interest me the most in terms of the arts. That
is, I could write more, play more as a performer...if I were not involved with
administrative matters. But I can't say that I really dislike administration because
I'm successful at it.... Administration is something that I have accepted. I didn't

seek out these administrative positions that I have, but I accepted them with an eye
on service....
What's the next move for me? Decelerate. Shed some of the things that I'm
doing so I can concentrate on art. So I will shed some administrative
responsibilities. Probably shed some of the teaching responsibilities because what I
want to do now, I have some concepts about playing. The only way I'm going to
be able to implement them is to have enough time to be able to do that.... [T]he
main emphasis is I think I want to go back to where I started actually. Playing.... I
have come to the conclusion that improvisation is a very, very important part of
music that has been neglected in the 20th century with our technology. I mean,
now the composers are considered, at least in the European tradition, they're
important people, and everybody else is in their service. But earlier there was no
separation between— Bach was a great improviser. Played every Sunday and
probably throughout the week for church services. So he was both [an]
improvising musician and he wrote his music. I think that that is the way music
probably ought to be.... I choose to live where there's sort of a balance there....
I don't think I've ever had natural tendencies that led me to some very
commercially acceptable ventures. I just think it's not my destiny to make a hit
record. My wife said, "You write all this music. Why don't you write something
we could make some money off of?" [laughs] It's just not been my destiny. And
it's okay with me.... I think about music more than I do money. I look upon my
being able to be satisfied in life and not worried about money.... I make a decent
salary.... [Y]ou only need so much money to be happy, as far as I'm concerned.
And acquisition of things just for their own sake has never been an interesting
thing. I've always enjoyed music. So no, I don't worry about money. I imagine
if I were not sufficiently competitive to function in an institution that gave me a
decent salary—so I'm not willing to starve to death for my art. I don't have to. I
can still do things that I think are worthwhile and then do my service in these
institutions....
I have the dream that [the multicultural program] does not come unglued.
I'd like to try to strengthen it a little bit because I don't have a lot of time. And what
it takes, of course, is resources. I mean, that is, money to do it.... Oh, I don't
worry about the mainstream culture. That's gonna be here, and they can afford

greater waste than we can because there are more of 'em, you know.... [L]ayers
on top of layers of incompetence in many instances. It's a hell of a thing. It looks
like I do have critical views about some parts of our society, don't I?....
You are very much appreciated in this kind of environment if you are
"smart." That means if you understand what you need to learn according to those
conventions. But there's not a lot of room for the unusual and the people that even
look at life differently.... [A]nd [this school] is always gonna be predominantly
White and European. That's understandable. That reflects the country. But I think
it's unthinkable not to have some diversity in there.... I'm convinced that real
cultural diversity and an appreciation means an acceptance of difference, not just an
accommodation. I would even go so far as embracing of another culture. And you
can do that so nicely with the arts. This is why I'm saying I'm happy that I've
chosen something that is very important to life. I think it's as important as anything
that there ever was. Just as important as science.
The Chinese, you know, look upon the human body as a garden. That
things develop and grow at different times at different seasons at different
innuendoes. And the suggestion, I think Bill Moyers was interviewing, said he
thought that American philosophy was that the body was a machine, and that when
it breaks down you just fix it. You've got different parts. It's a technological
orientation about how the body functions. And the Chinese have a different notion.
That it's something that grows like trees or anything else. And that it's going to
have a limited amount of time and you just nurture it. Plant it, fertilize or whatever
you do. I like the Chinese attitude. I don't have to throw away the American
notion that it can function like a machine, it needs oil. But I'll embrace the idea of
[it] being a garden, because I think there are aspects that mechanics will never know
about the body.... So that's what diversity to me should be. Embraced, not just
accommodated, not just talked about....
I came here in 70 and started something. And now I've seen it. I think our
core idea here is about the importance of the language, of the culture, of the soul, of
the hearts, of the imagination of other people.... So I will still have made a
contribution towards what I believe in. In other words I think that the spirit is very
powerful, too, not just the material.... What means a lot to me, I keep going back
to the same thing, are things of the spirit. And that's where art lives. But also it's

been my experience that the most creative scientists live there too. It's the world of
imagination. It's the world of abstraction. But I think if you're creative enough,
you use that kind of imagination to solve problems....
I believe that the arts-I would go way back to Plato's time which of course
people like to consider that as the beginning of civilization. I think it goes back to
Africa. I think most science suggests that. But I think that at one time in the
history of the human race, music or the arts had a much more integral part. They
were thought to be more necessary than now. We don't value that now. I mean the
first thing that drops off in our public schools are art and music and dance if it was
ever there. Well, that's unfortunate. So what I've been doing is making sure I
consider myself being an advocate for the arts. 'Cause I think that if this place
wants to be great it's got to pay a decent homage to the arts. Even medicine. I've
talked with doctors who said it's not all science. It's an art....
This is a great universe. And I'm an optimist. But I'll tell you,...we may
have to go down a little bit more before we turn around this country, 'cause the
history of it.... Depressions in this country are cyclical. They just keep going on
and on and on. This is one of the longest ones of Black people. The biggest one
was the first one for Black people brought over here to be slaves. A double
whammy, depression and oppression. But [for] poor people, it's been that way.
Ford, the great man Ford and his cars and this millionaire and so forth, paying
people five dollars an hour. And I think on his son's twenty first birthday he gave
him a million dollars as a gift. And it would take the people he was paying five
dollars a week seven hundred years to do what he did just for his son's birthday.
That's why I'm saying the acquisition of money alone is not enough. So what do
they do? People rioted. Blacks and Whites, they ended up killing the people
because simply this man's empire was crumbling. The country was in depression.
He loaned the city of Detroit five million dollars. Wasn't enough to pull them out.
It was still going down. We're going down now. So it's gonna be hard....
People, poor people period. We can say people of color if you want to, but
all poor people are having a hard time. What's interesting about it though is that we
have gone beyond the threshold, I think, where people used to feel sympathetic
about that. Enough of them are doing well so they're just writing off.

I think the

Reagan years was a classic example of the write off of the so-called "people."

When Reagan on one occasion got up in front of the camera with the newspaper,
talking about, all these people talking about they need jobs and all he does when he
opens the Washington Post, he sees all those positions .... Now that's not the
answer. But as far as he was concerned there are jobs 'cause they're here in the
Washington Post. Well, there are more people than that newspaper will allow.
And they don't have the skills necessary. But I think what he was saying [was],
"Get 'em because that's the way we did it. You come up on your bootstraps." It
isn't really like that, you know? So we've passed the threshold.... [R]acism is
more rampant because there's not enough. And historically, you can go back in the
cycle of the thing, you'll find in periods of depression, the victims are being blamed
for the problem. They're saying, "We would have some except for these people
who are a drag on the economy so let's get rid of them"....
The universities are interesting entities and institutions in our culture. They
are some of the most privileged institutions in America. Used to be in Europe that
the church was privileged like that. Now universities are the privileged. The
universities house the upward mobile, the upper echelon of the intellectual income
and that type of thing. So it is not nearly as painful here as it is out in the real
world.... It's not as bad. I mean in spite of the University's retrenching stuff,
we've made progress in multiculturalism. But you do it incrementally, and you
make it appear, in fact you get people to realize that it's an integral and important
part of the fabric of the university. If they thought it was a drag on it like they think
all the welfare systems and all this, then we could have those kinds of severe
backlashes. But the way we're doing it, I think we're showing them that it is
[important], particularly in the arts. [T]here are faculty members or intellectuals and
staff members [who] probably say, "Well, wait a minute. We could use that money
to solve some of our problems." But I think they won't do it. Universities are a
little bit more civilized than the brutality that goes on out there. But it's still cold,
and students can feel that when they go to certain teachers.... You can almost feel
when people don't want you around or are indifferent to you, you know? So. No,
[at] the University, it's not as severe. Let's put it that way. But it impedes
growth, makes it slower....
I think there's something to the notion of wedding age with wisdom. I
really do.... Some things you can't learn without experience. There are certain

truths. What I thought was true when I was nineteen about how smart I was, I
know now I wasn't nearly that smart. I was smart in some kind of sense. I had
book sense. I was learning, and I was acquiring. But there were other whole
levels of life that I didn't touch. I think it takes time to come to this place.

Summary
There are a number of factors that the teachers acknowledged as influencing
their experiences at their schools. Some of these were identified as institutional
policies and practices, while others pertained to their environments and the attitudes
of those with whom they work, teach, and live. Concerned about how their
schools demonstrate commitments to cultural diversity, many spoke about the lack
of support they feel due to insufficient library resources, the need for African
American scholarship to be more highly valued, and the way that plans for
multicultural programs have been implemented by high-level administrators. Most
of the teachers addressed the fact that there are few African American students in
their classes, which for some precludes opportunities for them to serve as role
models. The social challenges of living and working in predominantly White
environments was discussed in terms of some of the teachers' involvements in
projects that might make more contact with African American communities
possible. A few spoke about their relationships to colleagues and their sources of
academic and social support. Each teacher reflected on the benefits and difficulties
of being affiliated with academic institutions and the challenges of remaining active
as professional artists.
Finally, Nduma's profile has described specific aspects of the profession
from the perspective of having taught for many years and established some
fundamental, invaluable components to his school's curriculum and administrative

programs. They are viewed through the lens of his childhood and early adulthood
memories in the segregated south, his appreciation for the consistent support of his
family and community, and his determination to establish himself as a musician,
scholar, and leader while maintaining firm ethical codes.

CHAPTER 8
LEARNING FROM ARTISTS ABOUT TEACHING AT TWI'S

Introduction
This chapter will summarize my findings from the study. To begin, I will
discuss two findings related to my interactions with the participants, which are a
result of observations that I made throughout the course of the study. One of the
findings answers the question: What meaning do African American teachers make
of their experience? This question served to direct the course of the last interview
with each participant. I will also focus on answering the three research questions
posed in chapter one and further explained in chapter three, which are:
1) How do social experiences shape values that African American artists
consider useful for student learning?
2) How do teachers feel their schools support or hinder them and their
teaching?
3) What can traditionally White institutions of higher education learn from
African American artists that might further efforts towards more equitable
educational engagements?
I organized the data analysis in the previous chapters around specific
themes, highlighting accounts by selected participants. The purpose of the analysis
was to identify recurring topics, and to present similarities, contrasts, ranges and
depth in their experiences. In order to succinctly address these themes it was
necessary to omit many accounts. Although this chapter may refer to data not
specifically discussed earlier, these references will not alter my analysis.

Because the intention of the study was to access information about the
quality of their experience, these teachers do not wholly represent the group voices
of African Americans, artists, teachers, or any other community. Yet, their
experience enables us to gain entry into some of the important concerns of African
American artists at TWIs. Though some of the participants may share similar
viewpoints, social circumstances, values, attitudes, or pedagogical styles, each
voice is unique, reflecting the sum of their individual experiences. For this reason,
where appropriate I may refer to the participants quantitatively, but usually will
explain that some, most, or a few of them hold particular views, or will
occasionally cite them specifically. In addition, although for example, eleven of the
participants may hold similar positions on an issue, I regard the one contrasting
view as having equally significant worth, deserving careful attention, and will
address those standpoints as well.

Gender Accounts for Qualitative Differences in Experiences
One of the more pronounced findings was that there seemed to be
qualitative differences in the types of personal accounts provided by male and
female participants. Each of the women referred at various points during the
interviews, and in varying degrees, to their spouses, children, significant partners,
and generally, offered perspectives filtered through their multiple roles as women.
They explained how raising children, and the difficulties and successes of
personal relationships have affected the development of their identities, the ability to
pursue their careers, advocacy for certain social values, and concerns for the
education of African American youth. As Cindy states:
The whole life fits into the work. You raise a family. You do this. It's not
always at one starting point and finish a goal. Things are interrupted. And
life actually goes on through all of this, your personal work and professional

work. And so it seems like for me that certainly is the case. So I'm trying to
place my children in some kind of context, 'cause it seems that they've been
very important.
Patti, Cindy, and Alois discussed how their sociopolitical views were
affected by those of their boyfriends. Clarissa explained in detail what it meant for
her to be the wife of a doctor, the direct relationship between her social and marital
responsibilities, and how these affected a relatively late career development. Mariah
and Patti expressed concerns for the advancement of African American communities
in relation to their children's futures. Alois was open and explicit in her memories
about her pregnancy as a teenager, as well as about rapes that she experienced, and
the emotional and psychological repercussions of those incidents.
Each woman considered these aspects of their lives as either important to
their teaching, their art, the context of their lives that led to their professions, their
goals, and/or the meaning of their experiences. With the exception of Rufus, who
once mentioned that he is married with two children, none of the men offered
information pertaining to their children, spouses, or others with whom they have
been intimately involved.

Artists/Teachers Negotiate the Complexities of Personal and Political Views
In assessing the teachers' stories, I was struck by the way that they
managed the emotional demands of two divergent standpoints: the acknowledgment
of African American sociopolitical oppression, and the expression of genuine
concern for their students, who are primarily White. For example, "planting
seeds," "breaking down barriers," "opening doors," and bridging gaps," were
terms used by teachers to describe their roles in their classrooms. During the
course of interviewing the participants, I kept remembering some of the slave
narratives I have read, where African Americans seem to speak without disdain,

and sometimes respectfully about particular slaveholders. Despite the cruelty of
institutional enslavement, they seem to exhibit an ability to discern between the
inhumane nature of the system and any positive aspects of their relationships with
Whites that they may have had. The following excerpt from abolitionist Frederick
Douglass' narrative is an example:
My mistress was...a kind and tender-hearted woman: and in the simplicity of
her soul she commenced, when I first went to live with her, to treat me as she
supposed one human being ought to treat another.... There was no sorrow or
suffering for which she had not a tear. She had bread for the hungry, clothes
for the naked, and comfort for every mourner that came within her reach.
Slavery soon proved its ability to divest her of these heavenly qualities.
Under its influence, the tender heart became stone, and the lamblike
disposition gave way to one of tiger-like fierceness.
The "objectivity" inherent in such statements has always seemed strange and
perplexing to me, but of course, I stand outside that particular social context.
Nevertheless, in a somewhat similar way, many of the teachers described details of
personal experiences with discrimination and offered their views on the difficulties
of teaching at institutions that have traditionally been segregated, yet thoughtfully
communicated concern and regard for the development of their students, and
provided insight into their own roles as agents for student learning. Overall, I
found the empathy and responsibility that the participants expressed towards their
students, in spite of the clarity with which they perceive their own complex
conditions as "minorities," to be impressive. Yet, rectifying the extremes between
sociopolitical awareness and accountability for sound, effective teaching is not a
one-step, cut and dry process. For example, Patti spoke without hesitation, saying:
I would prefer to be in an all Black classroom. In an all Black school.... So
that's my ideal.
However, she cried when she recalled the dedication of four White, male
student dancers at her school, and their unwavering commitment to her during a

particular dance project she coordinated that addressed the theme of social
oppression:
It was one of the most pleasant experiences that I have had in the twenty years
that I have worked with people. These guys were [pause] as invested as they
could possibly be for who they are, these four Caucasian men, okay. They, I
think, understood basically what the piece was about and worked very, very,
very, very hard to have it to come to fruition.... I love those guys. I'm
getting choked up now. [pause] Even if I say-[cries] [long pause] See I
think 'cause they believed in what I was doing. I think probably that's the
key.... I loved, I really loved those guys, those men. I don't know. I, I
loved them and they really worked so, so hard and really extended themselves
way beyond whatever. You know, coming in on weekends and during the
week.... It was important to them also. Maybe in a different way. [long
pause] I was real proud of them.
Also, Paige, during our first interview session, which was our first time
meeting, cried as he attempted to make meaning of an irrational experience: racial
discrimination in his home town, and years later, professional acceptance and honor
from that community. Both instances suggest the difficulty of reconciling these
emotional extremes.
This finding throws some light on Franklin's (1984) observation that during
slavery, freedom and self-determination were defined in terms of the degree of
control that individuals had over their destiny and that of their immediate families.
This issue of defining the parameters of control has a direct bearing on how these
teachers attempt to resolve a potential schism. Jay serves as an example. He
articulates to students dissatisfaction about the way African American music has
been historically treated by the media, and displays an awareness of his power in
the classroom:
I absolutely feel that the music is systematically denied media access, not
because of the lowest common denominator. Not because people are not
interested. But because it represents something of a higher consciousness as
opposed to what they want to present as something of a lower consciousness.
They want the masses to stay in the lower consciousness and confused. Who
is the "they?" I'm not sure but...I've had this conversation with enough
people who know who the "they" is. The "they" is some of the people whose

kids I teach at Paynesworth [College], although most of them are not "theys"
either. I don't know where "they" send their kids. [I]n fact I asked the
question in class a couple of times this semester. [I said], "Listen, are any of
your parents like big television executives because television practices mind
control, and I don't know, some of y'all may have parents that are big people.
And I just want you to know that my thought is that the media...is a tool of
mind control for the ownership class."
The teachers generally perceive themselves as having some control in shaping the
minds, emotions, values, morals, and social actions of their students, and may
therefore attempt to differentiate between or reconcile the meaning between their
experience and their roles. Though this rationale is purely speculative on my part,
what is clearly evident is that these teachers have strategized and sought to wrestle
with extremes and inconsistencies in their environments for the purpose of ensuring
their social, psychological, political, and professional survival.

Social Experiences Shape Values Considered Useful for Student Learning
I found the values that the teachers uphold in their classrooms are directly
influenced by their past and present conditions, relationships, events, and
perceptions. They expressed both values that they encourage in their students as
well as positions they assume as teachers in facilitating student learning. The three
values that the teachers most often stated as necessary for student learning are
labeled and described as follows: 1) Interaction: the drawing from various subject
areas, social issues, and cultural contributions to study the arts; 2) Definition: an
emphasis on proposing subjective, personalized artistic statements; and 3)
Transcendence: the use of art to reflect and encourage affective development.
These pedagogical values correspond with similar principles applied to the process
of musical improvisation, and also applied to the overall aesthetic development and
expression across the fields of African American visual arts, music, and dance,
which are: 1) Interaction: the use of a wide range of materials and circumstances to

constitute a cohesive statement; 2) Definition: the importance of asserting explicit,
honest, and unique viewpoints; and 3) Transcendence: an acknowledgment of and
striving to express spiritually and ethically transformative qualities through art.
Mariah's view summarizes the relevance of this analogy:
I find that the way that we improvise in a lot of different ways and change
things often throws people off. And then they kind of catch up with us. We
do it with language all the time. We do it with style, with dressing and
clothing all the time, with hair or anything like that. And then it eventually
works its way into the mainstream. And so, if we are bending those notes in
music, we're certainly doing it everywhere else.
An explanation of the teachers' values and those social experiences that have shaped
these values will now be presented.
The first value, interaction, expressed by ten of the teachers, was
demonstrated through their interest in viewing the arts in relation to other areas and
concerns. Their curriculum lessons and goals include discussions and activities
focusing on the following interactive objectives: 1) art's relationship to other
academic disciplines; 2) the ability for art to disclose social issues 3) the need to
consider the social contexts from which specific art emerges; and 4) the importance
of making African American art and that of other world cultures an integral
component to their curricula.
Nine of the teachers stressed the importance of being open and available to
new experiences and alternate ways of viewing their worlds. Eleven of the twelve
teachers encourage their students to develop greater appreciation, respect and
knowledge of African American and other world cultural contributions in their
respective arts disciplines.

Nine of these eleven teachers believe that students'

abilities to make cross-cultural references while understanding their own ethnicity
and relationships to sociopolitical power is important for learning. Many who
perceive themselves as both teachers and students continue to increase their own
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knowledge about contributions African Americans have made to American culture.
Each of the teachers stated in varied ways that one of their responsibilities as
African American teachers of primarily White students is to advocate more
egalitarian ways of viewing the world. They felt that through their teaching they
draw attention to social injustices, the need to study those cultures that have
traditionally been neglected in education, and for their students to make more
accurately informed artistic and social statements and choices.
The teachers' advocacy for more expansive ways of viewing the arts, and
the emphasis they place on students' appreciation for cultural diversity has been
shaped by their experiences in a few ways. The importance of acquiring an
interactive mode of learning is essentially rooted in a response to the socially and
politically debilitating repercussions of their own culture having been continually
conceptualized in isolated, disconnected, and hence, erroneous terms. They each
referred to experiences through which they learned about the wealth and dignity of
African American culture, as well as the effects of social myths, stereotyping, and
discrimination. Lessons about self-worth, self-knowledge, perseverance, and the
need to accrue knowledge, wisdom, and discernment have been forged through
both supportive and challenging relationships with families, teachers, role models,
arts groups, peers, other community members, and participation in and knowledge
about African American sociopolitical movements. Each teacher mentioned having
experienced gaps in the information acquired through their own education, which
they sought to rectify through their teaching. Mariah's encounter with the teacher
who advised her that as an African American, in order to be a success artist, she
would need to find a promotional gimmick, resulted in the following reflection from
her:

When I think of myself as a teacher, part of what I wanted to do was to bring
to young people this legacy of African Americans in the arts and the way that
people went about doing whatever it is that they had to do in the arts. It did
not require a costume.
Overall, their experiences appear to have resulted in the teachers guiding their
students towards more inclusive, relational ways of perceiving the world.
The second value, definition, pertains to the development of individuality.
Eleven teachers stated that producing personalized styles is an integral part of
making art. Jerry summarizes this value as he applies it to music:
I find so many people who've never sung without singing to a record.... I
tell them of course that you're dependent upon that person, and therefore you
are simply reiterating what that person is saying. How do you feel about this?
Do you have any feelings at all? Because if you have any feelings about it
you're not even going to pronounce the word the same way. You're not even
going to come in on the same beat, because the rhythm of your soul is totally
different.
Nine teachers said that questioning and challenging information taught in the
classroom as well as knowledge that students have assumed through other avenues
of socialization enhance their students' critical abilities, which in turn enables them
to define their personal aesthetic positions. All of the teachers view their students'
willingness to overcome fears and take risks as necessary for developing strong,
well-defined artistic statements. For Sadik, the ability to risk directly affects
growth and learning. He uses the example of people who pursue careers for
security reasons or for the purpose of "falling back":
I think that's terrible. Prepare to fall back? Go talk to somebody else. Don't
tell me you're preparing to fall back. [They say], "Well I'm in education. I'm
going to fall back on education." You've heard that. Fall back on education?
Please. Get out of my sight. No, no. You're going to do a lot of damage out
there preparing to fall back. You're already a failure and you're gonna turn
out failures ready to fall further back. Because they're not about risking
anything no time. And that's what visual— You have to risk. You have to
put it down, see if it works. If it doesn't, put it down again. You have to
risk. You can't learn anything by being in the cocoon. If risk isn't part of it
then discovery isn't there.

The value of defining or asserting subjective perspectives has been
constructed through relationships and events in the teachers' lives that affirmed the
need to develop positive self-images. Each teacher learned this lesson in different
ways. For Paige, Mariah, Nduma, Patti, and Sadik it would have been detrimental
to their emotional well-being and professional development to let other people,
social values, and institutions determine their limits, standards, expectations, and
perspectives. The social experiences that influenced the teachers' values about selfdetermined identities were empowering as well as disabling ones. Some of these
included the limitations of gender roles, class membership, racial bigotry, and
social casting based on skin-tone. They also included lessons learned through the
self-sufficiency of the church and affiliations with political organizations. Some of
the lessons about asserting definitive, personal standpoints were learned through
family relationships, where the participants were either encouraged to take
responsibility for pursuing their goals, or challenged to redefine themselves due to
lack of family support. For Nduma, Alois, Jerry, Cindy, Patti, Petra, Mariah, and
Paige role models served as advocates of new and unusual ways of perceiving
reality, exemplifying the attributes of originality. Some communities supported the
artistic directions of participants, while others provided them with difficult
challenges, whereby they had to asses the strength of their convictions to become
artists. Some of the participants' early teachers recognized their gifts, while others
laid the burden of their own bigotry and prejudice on them. In the case of the latter,
they were challenged to decide whose images were most accurate, and how their
own proposed self-images might serve to protect them from inaccurate social
perceptions. The attitude of Patti's teachers is an example:
They told me at Performing Arts [High School], "You'll never be a
dancer. You're good. You're all right. But you're not gonna get better.

Her experience resulted in the following realization:
To just know in your heart that this is something that you want to do and that
you know that you can do that well. It's a self confidence. Self confidence
not to be deterred in terms of what you want to do.
Some of the participants' involvements with arts groups helped them critique the
politics of aesthetics and provided them with opportunities to explore their
identities. Overall, these various experiences taught them the importance of giving
expression to what Jerry called, the "rhythm of the soul."
The third value, transcendence, concerns the central place of heart-centered
experiences in promoting personal growth. Patti summarizes the importance of this
value:
Some principles that go along with these art forms go outside of art forms,
have nothing to do with art forms. It has to do with principles that you could
apply to just everyday living. I mean that's what's good about arts. Art also
has a great discipline that carries you over in other areas of your life, that has
nothing to do with your art form that you're involved in. I think that's a
benefit.
Evidence of this value is that each of the teachers advocate emotional
exploration at various stages of classroom learning. Rufus, Mariah, Patti, and
Clarissa promote this through discussions, where students are challenged to
address difficult issues. Sadik, Nduma, Jerry, and Paige, encourage this through
specific arts activities that enable students to practice expressing and sharing their
feelings and creative interpretations. These teachers believe that art has the ability to
stimulate personal change. Winston, Petra, and Alois challenge their students to
continually assess their own strengths and weaknesses, using their respective art
forms as barometers for growth. All of the teachers encourage their students to
view creativity as a part of themselves that cannot be measured solely through
reasoning faculties, but which requires coming to terms with affective impulses.

Jerry expresses the fact that in his classroom, the demonstration of technical facility
is insufficient:
This [student] whom I had, the voice was pleasant, but I mean "pleasant" you
can buy from Sears & Roebuck.
For art to fulfill its purpose as a creation in the sense that it is new and a
product of the learners' personal coordinates, which have never and can never be
duplicated, most of the teachers encourage their students to avoid viewing the
artistic product as an end in itself. Petra explained that her curriculum is geared
towards exploring more than the purely outward expression of movement:
It's always been a tremendous conflict for me that dance...in this culture has
been created to be so carnal and so about the flesh and so physical, about the
body and about the ego. Because that's not what attracts me to it. That's not
what attracts me to it and that's not what I experience when I dance.
Nduma continues along similar lines:
Art is full of mystery...and I think that's good. In fact it makes it intriguing.
I think that's probably why I'm not as much pulled into commercial art as I
am art that somehow or other takes me more time to try to find out: what does
it really mean? If there's no mystery there I find it less interesting.
Transcendence, or the act of being moved, requires that students recognize
the limits of artistic technique, analysis, and the mere beauty of sound, movement,
and color. Many of the participants explained the ultimate purpose of this value as
one that enables students to experience a greater connection with others. In various
ways, almost every participant was not only aware of but invested in having their
students use art as a vehicle to propel and transport them from the mundane arena of
mechanistic engagements to the supernatural realm of feeling. Overall, many of the
teachers view their classrooms as places where insights, dreaming, envisioning,
and a vast range of other affective engagements are welcome for the purposes of
stimulating growth in extra-artistic areas of their lives and connecting with others.

The primary social experiences that have shaped this value are embedded in
the cultural identities of the participants. Given that there may be few outlets to
express the emotionally intense and complicated designs of their "minority" status
and the often overwhelming conflicts inherent in reconciling social images with
personal truths, opportunities to transcend the limits of this dilemma may be
enthusiastically sought out. Creative expression holds tremendous promise in this
regard. Art offers the creator and audience opportunities for personal and social
transcendence from the face value of things to their deeper, underlying realities.
The arts enable the expression and experience of love, hate, confusion,
vulnerability, doubt, hope, and a range of other emotions. Although for many of
the teachers, the importance of creativity is directly related to their identities, since
the desire to express and create cannot be understood apart from the social factors
that deem it necessary, they also seem to recognize that for their students, who are
primarily White, the impetus for their creativity has to be explored and guided by
their own subjective locales. For example, Clarissa stated:
[A]t the end of every course that I teach I say, "Remember that this is not the
only way. Nor is it the best way. African or Afro-Caribbean dance is not the
best dance. It may be the best dance for me because I picked that as my
specialty. But it's just one way.... You can go and do Polish dancing and
you get into it as much as you did in the Cuban class. You will get into...the
values that are inherent within Polish dancing that are just as viable."
Despite the clarity and force with which many of the teachers addressed issues
related to social injustice, discrimination, bias, or oppression, none of them felt that
their students should necessarily confine themselves to "political art" in the narrow
sense of specifically or literally addressing sociopolitical issues through their work.
Nor did they ever imply that their own relationships to art-making or their artistic
styles were transferable to that of their students. As Paige states:

What I try to do, getting them their wings and pushing them off on their own,
is to find out what's inside of them and where they can go. What is it about
their thoughts and their emotions and their spirit [that] can make them an
artist? Do they need to do political art? Are they angry enough? Are they
dissatisfied enough to do social and political art? Is that what they're about? I
don't want to tell them they should. I don't want everybody to go march for
women's rights, but if that's what they want to do maybe somehow in their
art they can do it. Or is their art about beauty and nature? If that's what's
inside of them then I want to unlock that.
Jay confirms:
They may disagree with my opinion or my point of view, which I really try
not to put in, but it's impossible to not have a perspective and for that not to
be perceived...some of the time. But what I want is for them to have
something that they can use for themselves.
The teachers explained their methods of developing these values in various
ways. Petra, Patti, Rufus, Alois, Winston, Petra, and Sadik model those values
and standards they encourage in students. As Winston explains:
The sum of my experiences...have been quite rich, have been quite diverse,
[and] have always been geared towards refining, honing, developing. I've
done that with myself and it's what I...do as a dancer. The continual refining
and honing. And that's what I try to pass on to my students.
Cindy, Nduma, Mariah, and Paige feel that being a nurturer enables
students to feel safe, and communicates the message that their classrooms are a
place where "far-fetched" questions can be asked, where mistakes can be made,
where ideas can be disputed, and where yet untested solutions can be suggested.
In general, the combined effect of the teachers' vast range of social
experiences, interpreted differently for each of them, has resulted in the goals they
promote and standards they uphold. The values of interaction, definition, and
transcendence constitute means by which artists and teachers have handled their
responsibility for creatively organizing the constant influx of a range of challenging
social, economic, political, and aesthetic variables into cohesive, meaningful
experieiBjggi

School Climate May Support or Hinder Teaching
The participants identified the following conditions at their schools as
directly affecting their teaching: institutional commitments to cultural diversity, the
presence of African American students and communities, their sources of
collegiality, their schools' academic standards, and their roles as artists in the
academy.
The areas where most of the teachers felt supported was in the ability of
their schools to provide: 1) a financial base that supplements income from thenprofessional artistry, 2) studio space to develop their own artistic projects, and 3)
classroom opportunities for their artistic ideas to be articulated, tested and
questioned.
Some teachers feel that their presence is not appreciated, merely tolerated,
and that specific signs indicate this lack of commitment. For example, in spite of
the nation's diversity, the academic canon is largely centered on European
scholarship. As Horace states:
Music in the U.S. was not dictated by anything that has anything to do with
the U.S. It is based on a European model which was picked up literally and
brought to the U.S. So that what you study in a music degree is western
European art music beginning with St. Gregory for Gregorian chants and St.
Ambrose down through Leonine and Pelotin at Notre Dame. And then you
come into Palestrina and Victoria and the Renaissance. And then you're
straight to Bach and Handel, Mozart and Beethoven and Haydn and Schubert
and Schuman, Liszt and Brahms and Stravinsky and Debussy and Ravel and
Schonberg down to Aaron Copeland and Favin and right on up to the present
time. There's no mention in there of Duke Ellington. There's no mention of
Mahalia Jackson or of Charlie Parker.
Eight of the eleven teachers whose curricula focus on African American or
culturally diverse studies draw from resources outside their library facilities to
supplement their lessons. Although each feels that it is important for their students
to have contact with practitioners, Patti, Clarissa, Sadik, Alois, Paige, and Mariah

stated that the primary reason for including guest artists is to compensate for the
lack of information provided by their libraries. Two teachers said that what
materials are available focus more on traditional art by people of color rather than
more contemporary, innovative artists. However, Patti, Clarissa, Alois, and Sadik
explicitly referred to their efforts to acquire funding to supplement scarce library
resources, which entailed either paying professional lecturers, photocopying large
amounts of literature, or documenting the lives and work of contemporary artists.
Each was provided with financial support by their respective academic departments.
Three of the four teachers felt that the availability of these funds was directly related
to their schools' efforts to address cultural diversity.
Seven of the teachers were concerned about the scarcity of African
American students in their classes. However, these concerns were expressed quite
differently for each of them. For example, Cindy did not mention the subject until
the end of the third interview, at which time I directly inquired as to her feelings
about the three Black students she has taught over the past seven years. Although
Petra almost never referred to the racial differences between herself and her
students, she referred often to "culture" and the importance of students coming to
terms with their own ethnicities. At one point in the interview, she said that earlier
in her career she had made a decision not to "teach anthropology." In other words,
she did not want to present either herself or her curriculum in ways that might cause
either to become objectified, where students could observe the culture of others
with passive distance or without actively acknowledging their own ethnicity.
Alois, Rufus, Patti, and Clarissa expressed an awareness of their own value
as role models for African American students. Similar to Rufus' connection
between his experience with Duke Ellington and his understanding that he too might

be a positive image for youth, Alois explained how the reputation and achievements
of one Black teacher had made a lasting impression on her:
It's just like me seeing LW as a kid. I didn't know why, but it planted that
seed. So when [a] lady jokingly as she was making fun of me said, "Ha ha
ha, you can't dance. The best thing you could do is go to college for dance."
Bing! [I thought], "Yes I can 'cause I know a Black woman who did that,
and she has a master's degree in it. And one day I did get a chance to meet
[LW] and I said, "You are the reason why I have a master's degree. You
were the reason why I knew it was possible." So as they laughed at me and
said, "That's about the only thing you could do," I say, "Yeah, it is
something I could do 'cause it's been done before."
Mariah, Sadik, Nduma, Jerry, Alois, Jerry, Clarissa , Rufus, and Patti
voiced their disappointment with the numbers of African American students, but
like Petra, feel that the sociopolitical education and awareness of their White
students is a vital part of their roles. Rufus states:
The problem is the numbers. I don't have the numbers. When I'm talking to
a class of thirty people and there's only three Black kids, sometimes I feel like
my perspective kind of gets wasted on, not wasted 'cause I feel like they use
it. It's useful to them. And in that sense I tell them, "Well, when you start
running things at some point not only are you supposed to send me a check or
give me cash, you know, but you also remember these things that I'm talking
about. You're supposed to remember what I'm speaking of in terms of the
power of this music and what it represents culturally and historically. I'm not
letting you get away with--I'm not just giving [away] what I have to offer
without you having to prove that you deserve [it]" That's my attitude at this
points.
As a result of teaching White students almost exclusively, many of the
teachers are conscious of educating those who have had little or no previous
knowledge of African American arts. Although some of them stated that African
American students are no better informed about their own cultural histories, they
felt that as insiders, African American students access the nuances of the art forms
with greater ease. The fact that some of the teachers spend a great deal of time
developing the cultural vocabulary of their respective art forms, makes it difficult
for them to work with students at more advanced levels. For Patti, Alois, Rufus,

and Sadik, it also makes it difficult to develop projects that relate to the African
American experience and that would benefit from the participation of Black
students. Sadik, who used to recruit African American students for arts projects
that he organized in the predominantly Black community where he lives, explained:
When I was first in the art department there were Black students in the art
department to the extent that I...instituted] a mural painting program for
about five years here in Hamptonville. I got students during the summer time
to get paid...forty hours a week to paint murals in Hamptonville. There were
enough that I could do that. There aren't that many now and I can no longer
do that.... [T]hat is a real problem.
Most of the teachers stated that their sources of collegiality, support,
inspiration and motivation come from outside their school environments, primarily
from families and other practicing artists. As one of few African Americans in thenrespective schools, nine of the teachers stated that at some point during their
appointments they have actively sought out African American colleagues from their
schools for both social and scholastic support.
Relationships between the teachers and their colleagues seemed to differ
depending on the teachers' faculty status. Although all of the teachers expressed
various levels of social and scholastic isolation because there are so few Black
faculty, some of them also indicated that another factor contributing to their
isolation is their schools' perceptions that the arts are frills. For some, the
alienation they experience is compounded by structural aspects of some of their
faculty positions. Full-time faculty who participate in meetings, academic
counseling, and other administrative duties felt better informed about their
departments' and schools' policies and activities. Part-time faculty, because of the
nature of their contracts, which are limited to teaching, and due to their tendencies
to take leaves of absence for the purpose of pursuing professional artistic

commitments, do not engage in administrative and decision-making aspects of
academia to the same extent as full-time faculty.
Each of the teachers is aware of how their presence in their classrooms and
schools reflect current trends in educational policies to address cultural diversity.
However, their curriculum content and approaches are based on what they believe
to be sound pedagogy. Most of them indicated that they want their schools to
appreciate their contributions apart from current educational and social trends.

Teachers View the Meaning of Their Experience in Artistic. Sociopolitical and
Emotional Terms
The question "What meaning do African American teachers make of their
experience" served as a guideline for my final interview with each participant.
Although its answer has been interwoven throughout the data analysis, it is
presented here as a finding in order to give clarity and summary to their experience.
There are three fundamental ways in which the teachers defined the significance of
their experience, which were expressed in artistic, sociopolitical, and emotional
terms.
First, teaching in the academy allows the participants to remain close to the
art form with which they are involved. The ability to earn a livelihood in the arts
while maintaining their artistic standards and integrity by avoiding arts projects that
are either unsuitable or undesirable to them is an important consideration. Each
participant came to the teaching profession by way of their respective arts careers or
involvements. They began their studies as youth, at which time they developed
technical and theoretical proficiency, as well as performance and exhibiting
experience. For most of the teachers, exchanges with students enable them to
formalize their ideas by articulating aesthetic theories, values, and approaches.

Through their relationships with students, most of the participants expressed their
desire to raise the level of awareness in regard to the overall value of art. On a
number of occasions participants made reference to the fact that they are
simultaneously learning while they teach. For those teachers, the classroom
appears to be another venue for and dimension to practicing art. For example,
artists rarely have opportunities to talk about their work in ways that allow them to
explain the details of their creative process, their motives for the development of
particular ideas or avenues of exploration, or the value that they place on their
work. Teaching offers the artists a chance to asses the validity of their
philosophies, concepts, and techniques, while making adjustments in their ideas,
which in turn effects the quality and evolution of their art.
Second, the dynamics of the classroom equip the artists with formats for
both articulating and giving action to their social, cultural, and political
perspectives. As a result of their own experiences, many of the teachers hold
strong views about the necessity for social equity. Most of them encourage the
learning of materials, styles, and methods that were unavailable to them through
their own formal education. In the classroom, they may express their viewpoints in
discussions and through the inclusion of culturally diverse information to their
curricula. Each participant recognizes his or her teaching as an opportunity to
impress the minds and values of students who represent the next generation of
policy makers. Many perceive this as a chance to take active participation in social
change.
Third, teaching in White institutions at this particular period in history,
when integration has been legally enacted, but to a large extent, socially impeded,
places emotional demands on many of the participants. For teachers to come to

terms with the fact that their colleagues, environments, or school policies do not
sufficiently support their teaching places them in difficult positions. Many, in
discussing the meaning of their experience, have reflected on the marginality of
their faculty status in relationship to other aspects of their lives. They are aware that
their positions require them to assume confrontational and/or defensive postures,
either overtly, in their exchanges with other members of the academic community,
or personally, as they attempt to resolve the emotional and psychological dilemmas
of teaching in sometimes hostile and many times indifferent environments. Some
continually evaluate their strategies for survival at their schools, while others
strongly question whether they can continue to teach in socially and academically
alienating surroundings. Some have fully immersed themselves in their teaching
and have resolved themselves to the inevitable nature of their roles and
responsibilities as "minorities" in their schools, while others keep one foot outside
the school door and maintain active artistic professions, viewing this as means of
assuring their flexibility and independence. Overall, their experience places
emotional stress on many of the participants as they prioritize their values and
assess the range of variables requiring consideration in their decisions to continue
teaching.

TWIs May Learn Lessons to Further Efforts Toward More Equitable Educational
Engagements.
The first lesson for TWIs is that African American artists who teach are an
integral and vital component to their students' knowledge construction. Similar to
the way the teachers have been significantly influenced by relationships with
teachers, friends, community members, role models, and arts groups, they in turn
help shape their students' knowledge and identities. African American artists at

TWIs are teachers in the most basic sense that they provide materials, activities,
learning objectives, and offer opportunities for their students to explore alternate
ways of perceiving and processing information. However, the dimension of their
roles and affects on their students are more far reaching.
As community members, they interact with the student body and provide
experiences that many of the students may otherwise have not had. They may
exemplify possibilities for successful achievements to African American and other
students of color, and offer opportunities for personal cross-cultural relationships to
White students as well as non-African American students of color. Winston, in
speaking about some of his students who had never had an African American
teacher told the following story:
I had gone to the dorms to speak with a group of students at their request, and
this was part of some little dorm project. They had to bring guests in to
speak. And this young girl said to me [that] she wanted to ask me something
but she didn't know quite how to ask me because she didn't want to seem
stupid. Well, this is what she had heard: the reason why Black people have
so much rhythm was because they had a third bone in their leg. Now this isn't
to say that that was the mentality of all the students. But where there's smoke
there's fire.
Although his example may be an extreme one, it does suggest the pressing need for
making more avenues available for students to confront their own damaging,
socially perpetuated racial stereotypes.
As role models, the teachers attempt to assume and exhibit in their
relationships with students those values they encourage for student learning:
interaction, definition, and transcendence. For example, those teachers with active
arts careers model ways that academic and artistic professions can interact
effectively, feeding each other in ways that benefit their own growth as well as that
of their students. They also exemplify the complex and often difficult task of
promoting racial, cultural, and social interaction as they seek to communicate and

make meaning of their own sociopolitical knowledge and perspectives in the
presence of a constant influx of their students' experiences and schools' policies
and practices. Many of the teachers model the principle of definition by continually
assessing, and adjusting the boundaries of their roles as nurturers, catalysts,
learners, pioneers, and advocates of more comprehensive ways of learning. Others
transcend the limits of analytical, didactic approaches to learning by sharing their
feelings and making room for students to explore and embrace theirs, as well as by
encouraging experiences that demonstrate arts usefulness beyond its own sake.
Finally, although there are similarities in the teachers' artistic concerns,
sociopolitical identities, and teaching values, their are also vast ranges in their
experiences, as well as marked differences, as their stories have disclosed. The fact
that some general themes can be identified among them should not imply that any
two of the teachers think or behave alike. The presence of African American artists
exemplifies the most basic nature and definition of diversity. Each has been
affected by distinctive experiences, constructed his or her knowledge differently,
and offer their respective schools unique skills, methods, opinions, strategies, and
worldviews.
Summary
There are six findings that have been reported in this chapter. The first two
relate to observations that I made throughout the course of the study, while four
findings address my research questions and a question posed to the participants
during the course of the interviews. The first finding is that the six women
interviewed were more inclined to express the details of their experience in relation
to their children and significant partners than were most of the men. They
consciously considered and verbally articulated ways that these aspects of their lives

have influenced their career choices, means of attaining professional positions, and
how they negotiate their decisions. Second, each of the teachers exhibited abilities
to discern between constructive and crippling aspect of their social experiences in
order to assume the responsibility of teaching predominantly White students.
Third, social experiences have constructed the teachers values in different ways for
each teacher. All of them have applied their experiences in varying proportions to
result in three predominant values expressed through their pedagogies: interaction,
definition, and transcendence. The fourth finding is that the teachers regard the
climate and conditions at their schools as directly influencing their teaching
experience. The most commonly cited environmental factors effecting them
included the consistency of their schools' commitments to diversity, their abilities to
engage in social relations with African American faculty, students, and
communities, their sources and natures of collegiality, and their experience as artists
in the academy. Fifth, the teachers view the significance of their experience in
terms of their roles as artists in the academy, as advocates of social change, and as
it pertains to their emotional well-being. The sixth finding is that by virtue of the
fact that these teachers advocate important learning values and provide opportunities
for cross-cultural relationships with their students, they contribute in meaningful
ways to their students' knowledge construction. Also, the range in experience
among these teachers may serve as a reminder to educators that efforts to diversify
the academy in fact, result in tremendous diversity even among specific cultures
such as this group of African American artists.

CHAPTER 9
CONCLUSION

Summary of the Study
African American musicians, dancers, and visual artists who teach in
traditionally White colleges and universities contribute in vital ways to the
educational development of their students as well as to the multicultural enrichment
of their schools. Yet, the slow and hesitant pace at which they have been welcomed
into the fold and supported as essential resources to the academy has remained a
thorn in the flesh of many educators.
The literature review has explored some of the issues that serve as contexts
for better appreciating the experience of African American artists who teach at
TWIs. Although it has been approximately thirty years since the court ruling that
segregation is illegal, the numbers of African Americans teaching at TWIs remain
low. Several factors impede the recruitment and retention of faculty as well as
students who may potentially comprise this faculty pool. Some of the reasons cited
by researchers include: a lack of institutional commitment; insufficient numbers of
potential faculty from the pool of African American undergraduates and graduates
due to high dropout rates at the high school and undergraduate levels; lack of
financial, academic, and psychological support at the undergraduate, graduate, and
faculty levels; and the failure of students to choose teaching as a profession.
As the cultural diversity of the nation increases, the need for a greater
African American faculty presence becomes more pronounced. Many educators
concede that in order for all learners to function successfully in our increasingly
complex society, they must receive an education designed to meet their specific
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needs, and also be provided with opportunities to experience the merits of diversity.
The insistence on promoting traditional Eurocentric educational values, policies and
approaches at the expense of recognizing the cultural specificity of learners and the
diverse nature of the population has contributed to the fact that many learners
remain on the margins of society. Even for those who appear to have successfully
entered the "mainstream," their education has insufficiently prepared them to live in
a culturally plural society. There has been a failure to recognize, validate, and
support differences in how learners construct knowledge, and the importance of
making cultural pluralism an integral part of educational curricula, policies, and
structures has been undervalued and overlooked.
African American artists who teach at TWIs bring perspectives,
experiences, and values to the classroom that enrich their students' education.
Through the arts, African Americans have made enormous contributions to
American culture. In regard to improvisational music for example, not only is it a
highly developed artistic expression, but many of the principles that guide
musicians in their creativity are values also applied across the fields of music,
dance, and visual arts. Some of these are:
•

Interaction: availing oneself of a wide range and constant influx of
new information

•

Economy of Resources: arranging resources so as to maximize use
of limited supplies

•

Definition: continually assessing personal standpoints and
environmental conditions in order to offer new perspectives

•

Transcendence: using the tools and materials of the physical world
to align oneself with the spiritual world for the purpose of
community and self enlightenment.

This study explored the experience of twelve African American artists who
teach at TWIs. The methodology used was phenomenological interviewing and
purpose of the interviews was to find out: 1) what it is like for the participants to
teach at their schools; 2) the context of their lives that led them to their teaching;
and 3) what meaning they make of their experience. The design of the study
entailed three ninety minute interviews with each participant and a record of my
observations kept in a journal throughout the study.
I conducted a pilot study to determine the feasibility of 1) exploring the
experience of these artists for the purpose of advancing multicultural education; 2)
studying the experience of artists across music, dance, and visual arts disciplines;
and 3) using phenomenological interviewing for this study.
As a result of the pilot study, I found that since many of the issues raised by
the participants directly related to concerns also put forward by multicultural
educators, this study might be helpful in contributing to that educational discourse.
The pilot study also showed that there were many issues related to the general
development of creativity that could be explored across disciplines. Third, given
the expansive range of data that phenomenological interviewing accesses, I
determined that this methodology was well suited for the purpose of providing a
comprehensive understanding of the teachers' experience.
I identified three major themes from the interviews with the twelve
participants. The first one centered on artistic and sociopolitical influences that have
contributed to the shaping of their identities. The second theme addressed teaching

values and approaches that they consider important for student learning. The third
examined the climate at their schools and some of the conditions that affect thenteaching.
Findings from the study show that there is a range and combination of
sources that contribute to how these African American artists/teachers construct
their knowledge. These include families, teachers, communities, role models, arts
organizations, religious affiliations, ideas regarding gender, skin-tone, class, race,
social and political activism. The teachers' pedagogies are rooted in three
fundamental values similar to some of those expressed through African American
improvisational music. These values are: 1) Interaction: a stress on integrative
approaches to art; 2) Definition: the assertion of subjective perspectives through art;
and 3) Transcendence: use of the arts to enlighten and transform artists and
audiences.
Findings also showed that the teachers benefit from: 1) access to arts
facilities and resources that would otherwise be expensive and difficult to attain
without their affiliation with an academy; and 2) time available to pursue their
artistic careers. Some of the hindrances to the participants' teaching and general
growth within the academy include: 1) a lack of commitment to cultural diversity
from their schools. This is demonstrated through the continued adherence to a
Eurocentric canon, and the scarcity of resources available through their libraries to
support their curricula; 2) insufficient time allowances for full-time faculty to
pursue their artistic projects; 3) part-time faculty's isolation from colleagues and
from the process of policy-making due to the limited nature of their contracts; 4)
lack of African American faculty to provide greater social and emotional support; 5)
lack of African American students who might access the classroom lessons with

greater ease because of their cultural familiarity, thereby providing the teachers with
a broader and in some cases, more satisfying teaching experience.
The research also disclosed that the meaning of the teachers' experiences
have been expressed by them in terms of their objectives as artists in the classroom
and the importance of being actively involved in efforts for social change, as well as
through an awareness that their roles and life circumstances have required constant
and difficult emotional adjustments.
Further findings show that these teachers play an important part in the
multicultural development of their students and schools. They offer students a
wider choice of perspectives from which to draw. They provide direct and indirect
opportunities for students to consider the implications of a tradition of racial and
cultural bias for their own lives. Also, through the process of creating art, they
help students in their challenging but empowering struggle to envision how they
want to live in the world in relation to others.

Implications
Efforts to solidify the presence and participation of faculty from culturally
diverse backgrounds at TWIs are crucial. Their inclusion is the only ethical
response for those concerned with implementing the democratic ideals of education
for all learners. Many arguments for the admission and retention of African
American teachers are made primarily from the angle of ensuring social justice for
this cultural group. These arguments are justified, completely appropriate, and
deserve support. However, in addition to those benefits received by the African
American community, there is another important argument for the specific inclusion
of African American artists who teach.

White students comprise the majority of many of these teachers' classes.
As the participants explained, a good number of these students have either never
been taught by African Americans, or have had few such opportunities. These
classroom experiences offer students means of engaging in activities, dialogue, and
relationships that may otherwise be unavailable to them. These interactions may
expose them to a range of new knowledge, opinions, values, and perspectives.
For example, African American artistic contributions have continually been
popularized by mainstream culture. Yet, the creators of these cultural expressions
have had minimal influence over how others use and interpret these art forms.
Those teachers whose curricula include the study of African American arts, or
encourage more diverse views of culture through the arts are in particularly
influential positions. They have extraordinary opportunities to ensure that the
music, dance, and visual imagery receive their due credit, and are regarded in ways
that retain the integrity of the culture.
Progressive action towards mere democratic ways of life for greater
numbers of people requires the full participation of many. Through their contact
with African American teachers, as well as teachers from other cultural
backgrounds, White students may be better equipped to develop perspectives about
the value of diversity that will strengthen their sense of responsibility and
commitment. Because commitments to social justice require that its necessity first
be realized and value internalized, greater inclusion of culturally diverse teachers
signifies an important opportunity for broadening the worldviews and shaping the
identities of White students.
The pedagogies of the participants in this study offer educators a useful
paradigm. Though none of the values upheld by these teachers are novel on their

own, what makes their teaching deserving of our attention is the composite effect
of their experiences. Observing the phenomenon of polyrhythms, characteristic of
African American music, is a key to more fully appreciating these teachers'
experiences. The following musical analogy may give clarity to this point.
The beauty and power of polyrhythms are found in the way interlocking,
repeated patterns create movement, depth and force, patterns which on their own,
heard apart from the entire composition, may sound simplistic and may even seem
incompatible with each other. It is this stacking of complex, multiple layers of
rhythms in perfect synchrony that makes African derived music "swing."
Similarly, the participants in this study have expressed polyrhythmic experiences
that are a result of their polycognitive functioning.
At this point, it seems appropriate to divert to a question that may need to be
addressed: Are these teachers' pedagogies different from those of other cultural,
racial, or ethnic groups? This question is similar to the one asked by Sadik's art
teacher about the paintings of Joshua Johnson, namely: Are the brush strokes of an
African American slave different from those of someone else? He posed this
question sarcastically and perhaps impatiently. To both Sadik and myself, it
seemed like a way to avoid inevitable discussions about the causes, effects, and
implications of racial oppression. Yet, it begs our attention. Whether or not the
pedagogies of African American artists' differ from those of perhaps Chinese
American physical education teachers, Native American science teachers, African
American artists who teach at Black colleges, or any other specific cultural group
within a particular teaching environment, can probably only be determined through
in-depth studies of those teachers. Though their differences or similarities may be
important, the more pressing issue seems to be what Sadik's reply suggests:

understanding Johnson's experience is key to appreciating his value and
contribution to the art world. Likewise, we can better appreciate the contributions
of African American artists to the academy if we pay attention to the details of their
experience.
Each of their experiences is unique and specific to them as African
Americans, artists, men or women, members of various economic classes and
family structures, mixtures of cultural heritages, educational backgrounds, religious
affiliations and beliefs, and numerous other conditions. Each evolves from specific
circumstances and articulates specific concerns. Yet, their collective voices resonate
powerfully.
In the analogy that I have proposed between music improvisational
principles and the teachers' values, there was one principle, identified in chapter
two, which was not applied to teaching values: Economy of Resources, or the
ability to maximize limited resources. I will discuss this principle here because it
does not refer directly to the participants' classroom teaching, but rather to the
implications of their experience.
In the same way that the improviser is responsible for building a
meaningful, coherent musical statement from a limited set of resources, the
participants teach under conditions that challenge this ability. They teach and learn
from personal coordinates that evolve from the balance and organization of
extraordinary emotional and ideological dichotomies, and attempt to integrate
multiple levels of experience into whole perceptions. The variables they work with,
both internal and external, push them forward as they face limitations and attempt to
turn challenging conditions into meaningful teaching and learning experiences.

Some of the more apparent contradictory or dichotomous experiences
include: 1) disdain for oppressive social structures, and concern for students (who
at least to some degree) represent that power structure; 2) experience with legally
and socially enforced traditions and systems that have threatened their humanity, in
contrast to the creation of a highly developed aesthetic system that has made an
undeniable impact on American culture; 3) advocacy for greater expression of
individuality, while regarding group membership and social responsibility as crucial
for survival; and 4) cognitive attention to the often arduous, pragmatic details of
economic, social, and political conditions, juxtaposed by an expansive, enlightened
insight into the need for spirituality and greater affective functioning.
When viewed from a purely rational perspective, these values seem
incompatible. However, when we perceive them as a whole, in the context of
teaching at TWIs, the participants have sought to resolve, integrate, and make
meaning of these incongruities through their teaching. It is their skill at making the
pieces fit that is most impressive. To apply my earlier analogy, they exhibited skill
in managing experiential polyrhythms.
Their teaching also indicates an awareness of how artistic form and content,
or product and process relate, which has implications for multicultural education.
Minh-ha (1991) states, "To excel only in the mechanics of a language, be it verbal,
visual, or musical, is to excel in imitation—the part that can be formulated, hence,
closed in formulas. Form as formulas can only express form; it cannot free itself
from the form-content divide." (p. 162). Minh-ha's concern with the "form-content
divide" is an important one. Many advocates of multiculturalism contend that when
we focus on culture as "artifact," or form, it prevents us from internalizing and
appreciating cultural meaning, or content. This focus provides us with nothing
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more than superficial illusions of culture, never with an intimate, personal
relationship to it. It is the "divide," or the inability and unwillingness to renounce
our objective positions, that permits us to label "the other" as "different."
Bridging the divide requires that we question the means by which certain
values perpetuate it. These include chauvinism, intimidating hierarchical
structures, elitist practices, repressive social values, attitudes, and customs. We
can then begin to explore and propose options for more democratic, egalitarian
lifestyles. Many of these teachers' pedagogies imply that the bridge between form
and content can be practiced through the merging of artistic product and process.
The sum of their collective values demonstrate attempts to avoid imitating formulas
that have not taken into account a broader cultural information base, are not based in
personal experience, and have not been tested by the heart.
Nieto (1994) holds that a consensus to participate in struggle is an essential
component to implementing and benefiting from a successful multicultural
education experience. If struggle entails a willingness to dig in fearlessly, practice
the merits of trial and error, turn failure into promise, face our own limitations,
propose unpopular suggestions in the presence of others, make up our minds and
then change them because of what we've learned, and feel the joy and pain of
others, then each of the participants offer their students opportunities to practice
these engagements through the making of music, dances, and visual imagery.
Through the exercise of creativity, important values and skills may be transferred
and applied for other uses. Learners may begin to increase their vision, strengthen
their voices, and propose alternatives for more creative, productive living.

Recommendations Based on the Study
I am proposing a few recommendations as a result of this study. They are
addressed at levels related to the institutions' missions, power, structure, and
resources, and based on the conclusion that TWIs need to demonstrate consistent
and permanent commitments to African American artists who teach.
First, in order to ensure that all artists contribute to policy-making aspects of
the institution, participation on committees, advisory boards, panels, and other
avenues that influence the institution's mission should be encouraged, regardless of
faculty status. As incentive, the schools might offer part-time faculty monetary
compensation for their involvement. For full-time faculty, these activities would
be given high regard when they come up for tenure review. Specifically, African
American teachers should be well represented on those committees that address the
multicultural development of the institution, such as advisory boards to the
president, other high-level administrators, or alumni.
In order to increase the numbers of African American students who take arts
courses by African American arts teachers, admissions officers might provide
opportunities for these teachers to meet incoming and prospective students, and
make presentations so that students become acquainted with some of the possible
career applications in the arts, and have opportunities to form relationships with
these teachers. The presentations might take the forms of lecture-demonstrations,
which would enable teachers to provide practical information, and mini-workshops,
whereby students may sample arts courses.
Academic departments and deans should view the teachers' respective arts
professions as a vital part of their academic contributions. Teachers view these
projects as sources of sustenance necessary for their own creative growth. These

involvements also affect the types of information they share in the classroom and
their role as models for students. Therefore, academic departments should provide
sufficient time for teachers to develop themselves as artists. This could be
structured into the contracts of full-time teachers and occur on a regular basis. In
addition to those projects that contribute to the teachers' artistic careers, projects that
involve student talent can also be encouraged. In those cases, efforts to recruit
greater numbers of African American students might be made by working jointly
with other academic departments as well as community organizations.
Funds should be allocated to increase library resources that support African
American artists' curricula. A committee composed of a culturally diverse group of
artists from a stylistically broad range of art forms might be responsible for the
planning and purchasing of videos, films, books, and sound recordings.
A regional and national college consortium of teachers who are artists of
color or whose curricula have a culturally diverse focus could be established. The
consortium might be structured in a way similar to artist colonies, where artists
across a range of art forms are provided with housing, food, and a studio, over a
period of a few months for the purpose of working on specific arts projects. In the
case of the consortia, each school could assign sections of their campuses for this
purpose during the summer. Campus facilities such as music, dance, art studios,
and libraries could be made available to artists. The main objectives of the
consortium would be to provide opportunities for artists to develop national
colleagues, acquire a roster of artists from which the schools might draw when
announcing the availability of faculty positions in the arts, and encourage means by
which full-time faculty could work uninterrupted in new environments.

Finally, African American arts faculty and faculty from other disciplines
should be encouraged to teach courses collaboratively. Art facilitates the
development of creativity in ways that may be helpful to other educators. Values
such as viewing the world relationally, collaborating, asserting responsible self¬
definitions, appreciating subjective perspectives, and valuing spiritual, affective,
and emotional components of human behavior are readily accessed through arts
studies. Perhaps subjects such as mathematics and the sciences, which have
traditionally been viewed separate from the arts, could be encouraged to engage in
joint projects. Successful collaborations may broaden the scope of the teachers'
curricula, enrich the quality of courses available to students, help inspire ideas for
collaborative research projects, encourage multicultural oriented classroom
discussions and pedagogical approaches, and increase inter-cultural relationships
among faculty. Funding specifically targeted for these courses might be made
available on a consistent basis to ensure that these courses are integral, core
curricula.
Suggestions for Further Research

There are four suggestions for further research that might advance the
direction and significance of this study. First, I suggest interviewing students of
African American artists at TWIs. Given that this study has explored teachers'
experiences, it would be important to understand what affect students perceive that
these teachers have on them. This may provide greater insight into the teachers'
roles as agents in their students' knowledge construction. Longitudinal studies to
track the influence of the teachers would be especially valuable to this end. A
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study of this type might also help to identify some of those areas that remain gaps
between teachers' intentions and student learning.
My second suggestion is that serious attention be given to the
tremendous potential of African American music improvisation as a tool for
learning. Studies that focus specifically on the relationship between African
American aesthetic philosophy and pedagogy may enable us to determine 1) its
impact on learning; and 2) the extent to which improvisational pedagogies may be
applied to non-arts disciplines.
The third suggestion is that artists of diverse cultural groups be
interviewed to asses factors that influence their pedagogies. Insufficient attention
has been paid to the relationship between the arts and multicultural education. We
need to hear from a range of artists across cultures if education that aspires to be
more democratic is to be shaped first-hand by members of those cultural
communities, and if the arts are to be acknowledged as integral to sound, effective
education that is creative, responsive, and multicultural.
Finally, there is virtually no research from African American artists'
pedagogical perspectives, despite the extent to which this cultural group has
contributed to American aesthetics, and their indisputable role in shaping civil rights
and multicultural discourses. I recommend that more studies similar to this one be
conducted. Information gathered through the experience of these twelve artists is
helpful in guiding such future research questions as: 1) In what ways do the
experience of participants whose families and communities are comprised of
cultural mixtures between African Americans from the U.S. and those of Caribbean
and other cultures, affect their teaching values? 2) In what ways are the pedagogies
of African American male and female artists' similar and different ? How is their

teaching at TWIs affected by gender? 3) How does teaching at TWIs, and
specifically classroom engagements affect the art-making process and values
pertaining to the relationship between artists and audiences? 4) What is the
experience of African American artists who teach at historically Black colleges?
Overall, this study should be built on by hearing from more African American
artists.

Closing
Two are better than one, because they have a good return for their work. If
one falls down, his friend can help him up. But pity the man who falls and
has no one to help him up! Also, if two lie down together, they will keep
warm. But how can one keep warm alone? Though one may be
overpowered, two can defend themselves. A cord of three strands is not
quickly broken.
(Ecclesiastes 4:9-12; N.I.V. Bible)

I began this study with a vague but persistent notion that African American
artists who teach at TWIs lead lives requiring intense negotiations between their
inner and outer worlds. Through my relationships with them, the accounts they
have shared, and findings from this study, all of which verify the tremendous and
largely unexplored value of these artists, I have learned some important lessons.
First, interviewing has been an enormous challenge, particularly in terms of
my personal interest and investment in the study as an African American artist and
educator. I found myself interpreting, to my best ability, languages that I know
well. These included all of the subtle codes inherent in African American
colloquialisms, tonal inflections, nuances, rhythms, and body language, all of
which often accentuated a viewpoint, or invited me to read into an implied meaning.
However, there was a shifting in our identities that was sometimes confusing and
difficult to read. On the participants' parts, this ranged from their speaking to me as
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an intimate colleague, their relaying stories to me as someone who might appeal to
the minds and hearts of other educators and researchers, and their hesitance in
supplying me with information that might incriminate them. Sometimes the
participants spoke of "we," meaning African Americans. Most of those times, I
understood that they were speaking to me in a way that implied feelings of mutual
solidarity. I struggled with my role as the interviewer. I was excited about this
opportunity to share camaraderie, but also tried to guard against assumptions on my
part that might either keep me from questioning them effectively, or maintaining the
distance I needed to interpret the data responsibly. I also struggled with my
emotions, politics, and spirituality, questioning why they had offered certain
information, whether I really understood what I was hearing, what I should include
in reporting the data, who my audience might be, and why I interpreted the data as I
have. My feelings and reactions have often surprised me.
The participants have offered me a range of new ways that I can consider
addressing and mediating personal and social obstacles. Some of their ideas,
decisions, and rationales are similar to mine. Many are different. Yet, they have
taught me a great deal about how equality and self-determination are being forged,
and integrity maintained through twelve distinctively diverse lives. I strongly
believe that their stories deserves an attentive audience of researchers, educators,
and artists. Their pedagogies are rich with material for those concerned with
exploring creative alternatives for more equitable learning, and their experiences are
vehicles that can help us posit poignant questions about the nature of our own
identities.
Educators committed to social equity often find themselves overwhelmed by
the immensity of the challenge. Each door unlocked seems to lead to another.

Nevertheless, attempts to articulate the necessary questions and propose strategies
for solutions to inequity, bias, and discrimination are often handsomely rewarded
through the realization that allies may be found in unexpected places, we stand on
the shoulders of countless others with similar visions, and the work we do may
serve as a catalyst for subsequent efforts. Remembering that my ideas are not new,
merely variations on some very basic themes is humbling. The realization that my
ideas may inspire someone else is invigorating.
In closing, I have been continually reminded, through the demands of this
study (talking and listening, cutting and pasting, asserting and wondering) that art
is only one door to the room called "creativity." Creativity is that spacious place
where dreams come to life. Residing there, as the participants have proven to me,
requires faith in a promise for new and abundant opportunities, rage with the evil
that threatens it, and love for the venture.

EPILOGUE:
AN IMAGINED POLYLOGUE

Recently at an arts conference, I had the honor of sitting on a panel with
renowned Senegalese filmmaker Ousemene Sembene. His ideas were adventurous,
inspired, and wise. At one point an audience member asked him what he feels the
artist's role is in our communities. His response was brief. I remember feeling that
the passion behind his words and in his eyes and gestures almost didn't require the
aid of his interpreter. He said, "The artist stands at the helm of the boat pointing the
way." Navigators assume enormous responsibilities. The "way" to which they
point may be unexplored and dangerous. Yet, through their knowledge,
experience, and insight they have earned the right to lead.
While studying the words of the participants and recalling our meetings, I
often found myself imagining what it might have been like to conduct a group
interview. There were good reasons for my curiosity. First, many of their ideas
and opinions mirrored, contradicted, or overlapped each other in dramatic, dynamic
ways. Second, because most of the participants spoke to me in ways that
confirmed our mutual concern for sociopolitical advancement and for the vital
necessity of making deep and heartfelt views known in more public ways, their
words seemed to beg an opportunity to break out of the often isolating confines of a
one-to-one interview session. Finally, but probably most important, I felt that two
things had not yet happened: a part of the participants' voices had still not been
heard, and an appropriate format for their voices had not been available to them.
That part of their voices to which I am referring is the simultaneous expression of
rage and faith, both of which, as they have clearly demonstrated, have served

constructive purposes in their lives. The emotional pitch of their dissent reminds
me that for a skillful improviser there are no dissonant notes, only opportunities for
making sense of challenging circumstances. The appropriate format that felt
missing was the "call and response" that might propel their ideas, not unlike a
satisfying church service. I began to wonder what it might be like to hear them get
an occasional "Amen," a rebuttal, or even hear a good idea built upon by a
colleague. The polylogue that follows is the result of my imagination.
Although this conversation did not actually take place, these are the
participants' own words. They are not within their original contexts, but I have
attempted, as best as possible, to maintain the essence of their meaning by leaving
the selected statements as close to their original states without much editing within
each sentence. I have placed myself in the conversation by occasionally interjecting
comments and questions in order to propel the exchange. Had the participants
conversed among each other their words and ideas would certainly have unfolded
quite differently from what I will present, since every idea and response in a
conversation, much like those in a musical improvisation engagement, causes the
direction of the conversation to take a new direction. However, also in line with the
improvisational process, I have chosen material from an onslaught of words, ideas,
silence, anger, laughter, crying, certainty, and bewilderment, and created
something with my personal signature.
The navigators who participated in this study have tremendous vision, and
their passion serves them and us in wonderful ways. What follows is a discussion
among them: exchanges about their points of departure, destinations, maps,
passengers, and the journey.

Winston: I see myself as an entity comprised of several aspects. And part of
living for however long you live is to find out how those aspects work best and
how to develop them, whatever they may be: intellect, curiosity, enjoyment. To
explore those and see how they fit into place. 'Cause life, like the human body, I
like to think of like a jigsaw puzzle.... [A]ll the pieces do fit. It's knowing what
piece goes where, and when and how hard to press.
Nduma: That's what makes life interesting though anyway. Heck, you're
supposed to grow wiser. Not everybody does I think. But it's— I think that's a
nice thing if you can.
Interviewer: Yes, I think becoming wiser and understanding how the
pieces fit are probably things we ail want for ourselves. But how do
we get there? What paths do we take?
Sadik: I'm comfortable with the idea of entering the arena of ideas and advocacy
towards an Afro-centric position. Because many ideas in that arena have been
effected by racism, and that's where you fight those ideas. Where you are....
[You fight them] by finding out what is commonly believed and correcting it. For
example, I know, "Slave trade, slave trade." Nobody talks about the ninety days in
the hold of the boat. They talk about the kidnapping of Black people from Africa,
the reselling of them in the new world.
I ran into a guy who deals in the arena of ideas and he was telling me that the
ecological structure of seventy-five percent of the world was changed through slave
trade. Because for four hundred years there was a corridor of black flesh in the
ocean...for sharks to feed on, where there had never been flesh before. And when
those fish followed those boats across the Atlantic feeding on those Black people, it
moved other fish out and changed the whole ocean ecological structure of where
certain plants, certain fish were. I thought that was amazing, absolutely amazing.
You dig? All those list of names lost in the ocean. There's as many there as got
here from faulty this or that, or overpacking or disease or piracy. All kinds of
stuff. There's a whole nation of people at die bottom of the Atlantic ocean.... [I]t's
bigger than the Holocaust. But we...say "slave trade," we say "middle passage."
It has no emotional connection. I'm looking for a better word and I haven't found
it.
Rufus: There's a certain anger that we all have to encounter that is— they call it
sometimes..."blood memory." There's four hundred years of anger.
Sadik: It can disable you. It can make you sit in one spot. It can make you
inactive but it doesn't do that to me. If s a source of energy. Energy? No. It's,
it's kind of like, see I believe— what I believe? I believe that I have this large
cheering section that's made up of all the aunts and uncles that I have, all the
extended family that I have. They want to see me do well. And all them people in
the bottom of the ocean, they want to see me do well too. That's what I believe.
It's a big cheering section. "Come on baby, get up and do something. Don't
become disabled by the ignorance of the other. Become charged by it. Become
electrified by it".... [S]ee [sighs], there's a war. There's a war going on. "Hie war
is still going on. And the war is about control and wealth and well, put it this way.

The richest continent in the world has the poorest inhabitants. That's Africa. That's
a big contradiction. The richest continent in the world has the poorest inhabitants.
So we're fighting that too. That whole thing, that whole juggernaut. That five
hundred years of mistreatment.
Alois: We live in a capitalistic society that does not support the arts. Does not
support Black people. Does not support women. So I feel that that is the
revolution. We have to be very aware of these things and in spite of those things,
what do we need to do in order so we can express ourselves, be free, you know?
Interviewer: Well, I think it might be different for each of us. What
are some of the ways that you see yourself moving towards those
goals?
Paige: I come to work every day ready to quit or be fired, whatever happens.... I
guess I'm not willing to be an Uncle Tom. That comes from way back. I'm not
willing to be a token Black. I'm not willing to compromise my values to keep my
job. I'm not willing to do anything that doesn't fit my personal and moral code of
how I should live. I do enough crap to my own self without having somebody else
ask me to do it.
Sadik: Most people think that we were born into a philosophical view that Black
was beautiful. That's not true. "A nigger ain't shit" is the first philosophical view I
ever heard. And I'm diametrically opposed to that. But most people are very
familiar with that, you know. And it's a philosophical view. That's the big battle.
Rufus: The trauma of slavery is something that I think we have to all encounter
directly. Because until you really encounter the fact, I mean deal with our ancestors
were shackled and put in chains and thrown in these ships and killed, many of them
were killed and those who survived where brought over here that lived for two
hundred, two hundred fifty, three hundred years in the most brutal form of slavery
that existed, you know, as far as we know in human history. Unless we really
confront them—
See, you have this underlying thing that you don't know why you're mad all the
time because see, we came up in the time in the twentieth century where it's like by
making these rules obsolete or having access to everyone going in certain stores and
restaurants, whatever, then that stuff went away.... But the fact is that the traumas
that were institutionally inherent in all the cultural and biological and physical
genocide that went on to building the slave system...have a deep impact generation
after generation after generation, often times without people even being aware of it.
'Cause when you think about three, four, five, eight, ten generations, what's that
got to do with me? When a lot of people don't even know their-people don't even
know their parents let alone their grandparents or their great-grandparents or greatgreat-great— you know what I mean? So I think a lot of that is all up in there.
Mari ah: I have had it in my mind that there had to have been some real reason for
us being here, that is, the history of Africans taken from Africa and brought here,
and what that whole struggle was like. And what my ancestors had to go through
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for me to be sitting here today, talking on a tape, teaching and exhibiting and
whatever those things were that I've done in my life time.
Alois: Yeah, what they've experienced, what they've come through. Because
that's the torch that we ultimately, we are living the effects of it, the results of it, the
failures and the success of it. And then we have to take it to another level. How do
I understand who I am if I don't understand what came before me, you know?
Mariah: [Tjhere is a bigger picture. So I'm just interested in what that is. That it
certainly wasn't for no reason at all that we survived all this and are working the
way we're working. And still in spite of everything we are still changing this
world. When I say "we" I mean our people. It seems that the things that we do
seem to effect a lot of people around the world. When Rosa Parks decided not to
get up, I think that protest has never been the same since then, in that it ignited
something and it opened and paved the way for people all over the world and ever
since then to speak up. And so all the movements owe her a lot.
Sadik: Well those are the people that make space for the rest of us. Like Malcolm
made a lot of space for us. King made a lot of space. Stevie [Wonder], when he
got the light makes a lot— 'Cause most people— "I thank my mommy and my
daddy." Well, Stevie don't do that. Muhammad Ali didn't do that. Tell you what
was going on when he got the mic. Most people, "I want to thank this-" No. Tell
'em what's happening. When you get the mic tell 'em what's happening. It's the
only time you gonna get the mic. It's the only time.
When Stevie got the mic he said, "We're gonna make Martin Luther King's
birthday a national holiday".... [W]hen you get the mic you tell 'em what's
happening. Don't talk about your mommy and your daddy. Your mommy and
daddy proud of you when you up there. That's fine. That's all good. "And I'd
like to thank my producer and-" Really? Uh-uh. Even...Marlon Brando sent an
Indian woman up to get his award to talk about the plight of the American Indian.
Yeah, that's right. Everybody remembers. They don't ask him to take the mic no
more, but it's all right. We know where he is.
And, but all the rest of the people, "I'd like to thank this and I'd like to thank that."
No, 'cause there's a war going on and you got to tell people there's a war going on.
And you are not the hunter. You are the prey. It makes a much better message than
"I'd like to thank my mommy and my daddy." That's where I'm at.
Rufus: You know if I had to have one figure outside of that realm but who was
kind of still in the realm, it would be Paul Robeson. I mean that's who I relate to
myself.... But I don't think of myself as Malcolm X or Martin Luther King or a
Marcus Garvey or something like that [pause] or Harriet Tubman for that matter,
[long pause].
Jerry: I was never the person who marched in the civil rights struggle. I was not
[one of] those who sat in. I was always that one who was on the side doing what
he does very well and almost unconsciously causing people to see that this was
good and that it adds.

Interviewer: But it seems that there are so many possible ways to
make a contribution.
Rufus: I feel I'm an African American "jalee," you know, the whole tradition of
what jalees do...in terms of their role as spiritual and mundane interpreters and
historical and cultural bearers of the tradition through music. That's what I feel I
am and that's what I feel my job is.
Interviewer: So, are you saying that we need better ways to
communicate what we know?
Alois: Why do we have to constantly reinvent the wheel? Other cultures pass on
generation to generations. There's always movement up. We as AfricanAmericans have this tendency to constantly go around in the same circles.
Cindy: The way we label things I find is reflective of not being aware of what's
gone before and what's come after.
Alois: There's no communication. We don't really understand what has come
before us, so that we understand and we don't have to do that no more.... Now
how do we empower ourselves to now not react to what happens to us, but to
create what we will do?
Winston: I think on a personal level each one has to be aware if that rage is there
and know how to deal with it. I don't have to necessarily inflict that awareness of
my rage on the rest of society. Because we all have rage for one reason or the
other. Whether it's against the way you think society did to you or whether you
think it's what your parents did to you, or whether you think it's what a sibling did
to you, or whether you think it's what a neighbor did to you or whether you think
it's what your boss did to you. We're all gonna have some kind of rage. But that
doesn't necessarily mean that I have got to inflict it on everybody else. I should
find some way of dealing with it that allows me to go on to be a person, a much
more realized person, a much fuller person, a better person.... [Sjome people think
that society owes them, society owes them. Society doesn't owe you anything.
Life doesn't owe you anything.
See what I go back and I reflect on a lot- I find a lot of problems with some of the
things I hear coming out of some Black people's mouths now in terms of being
oppressed. I'm saying but you know regardless, we have so much more freedom
now to do what we will and to make of ourselves, you know.
There aren't laws on the books anymore that say to us as Black people: You cannot
learn how to read. There was a time when that was dangerous to a Black person's
life, learning to read. But people did it. Black folks did it and they taught other
Black folks to read, you know. Maybe sometimes we take too much for granted.
Life doesn't owe you anything. You're gonna get something from life and what
you make of that something is up to you.
Mariah: I think a lot of times, I believe, that things have to be discussed and
brought out in the open for people to- I think people walk past things every day
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and they don't notice it or they're not conscious of it. Or they decide to ignore it.
Whatever the reason they, it's not a part of their consciousness in a way that—
Sometimes things have to be revealed or spoken about or pointed out or something.
In order for people to actually acknowledge it, that it is occurring.
Winston: As human beings I think we all need that encouragement. As old as I
am I need that encouragement. And I know that I didn't get it at a certain time.
And I know what it has done to me [pause]. There is-there is something that—
[pause] I don't want this to sound pejorative but there is something I have noticed
that White folks do to their kids that I don't I don't see many Black folks do. White
folks have a way of telling their children that they are the most beautiful and
wonderful things in the world, and they can do whatever they want and be
whatever they want. And they tell them that hour after hour. It builds in that child a
certain kind of confidence. And it's what a lot of Black folks react to back in the
sixties when they talked about White people's arrogance. That they think they own
the world. But they were told this, yes, in a sense.
Whereas with a lot of Black children, what I find within my earshot on the bus, in
the streets, in the supermarket, [loudly] "Shut the blank blank blank and sit down!
Shut up and sit down!" That White child says, "Mommy, what is that thing on that
box?" And that mother will give that child a whole lot of explanation. And a Black
child says, "Mommy what—" "Shut the blank blank blank up!" It does this to that
child [shrinks in his seat], [pause] It did it to me.
Mari ah: I'm not excusing all of this behavior, but often we are so hard on our kids
and saying "Sit there!" You see them in places where there are other children, and
the parents will just about do anything to make sure that the kid stays in line. Often
I think it's coming from a sense of control, having control of a situation also, but
making sure that he's gonna be all right. If he does, if he gets out of line something
is gonna happen to him or whatever.
And a lot of it is that they've been left alone. They've been left to whatever. And
we've sort of in many ways handed our children over to television, and handed our
children over to somebody else, you know?.... Handed them over to people other
than us, or instruments or vehicles and such. So that we, we just don't even—
They used to say, "It's so and so o'clock. It's 9 o'clock. Do you know where
your children are?" But now it's like do you know where their heads are or their
minds are? It's four o’clock or three o'clock or any o'clock during the day. Do
you know who's teaching them and what they're learning and what their values
are? And what we find is that we don't, you know. We really don't.
Petra: On the west coast there's the whole movement, there's the whole
movement in California going on now which is enabling families to have
a...kind of parental choice for their kids. And the media is in an uproar because
all these families, these African American families in California are looking to
these Afro-centric schools, you know.... [A]nd people are like flipping out
because this, this public tax money is going to have to be used to fund these
Afro-centric schools, you know.

But again something really basic is happening that is leading all these families to opt
for these Afro-centric schools. Something basic is happening in the education of
their children that wasn't happening in these other school systems that they read
about, you know.... It’s like what is it that's really drawing people to this kind of
education? What is there about the form and structure and order?
Mariah: I think that they have a world that for many, we're talking about a lot of
inner city kids especially, is a very dangerous place. We feel the fear. We
internalize our own fear. But what about the children? When, when little children
feel that they have to protect themselves with a gun. When little children feel that
they might get jumped or killed. And these are not only like kids in the, in the poor
economic area. But a lot of our kids feel very unsafe. And so how do they grow
up?
[My son] was talking about how it is for him, this was about four years ago...when
he was fourteen, fifteen. And he was saying that the taller he got the more people
became afraid of him. And he's lived in this building since he was eight years old.
And they knew him then. But they don't know him now? They can't recognize
him? They hover in the comer of the elevator. They grab their bag. They shriek if
he's running down the steps. He can't walk in a store without being followed.
He said in is words, "I don't know. I think it's wrong. I think it's wrong. I don't
know what they expect of me. It's like they are saying to me, 'You're gonna steal
and we're gonna watch you until you do. And when you do we're gonna catch
you.'" He said, "It's like they want me to do something to them. Why?" He said
that's what it feels like to him. So if he gets on an elevator and a woman does like
this [moves away] because he's a tall, young, Black male, he might as well snatch
the bag. I mean, he didn't say that. I'm saying his feeling is that all this reaction
that he gets is saying that people are expecting him to and actually want him to hurt
them. And that is really, really sad....
I'm saying that we have in this nation so much that we have to take a look at. So
much hate and anger and rage that is buried. And you can't bring it up because
people say, "That's old." But it hasn't healed. It's still there.
Interviewer: You're right. We have so many scars.
think we've been affected?

How do you

Patti: I think we have to say that we're pathological. Black people or people of
color are pathological. We have a pathos. We are ill on a certain level. I think we
have to acknowledge that because of what our history was.
Mariah: And we do a lot of studies about the effects of slavery on Blacks. But we
do not study the effect of slavery on Whites.
Patti: [I]t did damage to White people too. They're pathological also. They're
sick. They're crazy too. We all have suffered because of this notion and this idea,
this perpetuation of racism.
Mariah: It must have taken a lot to oppress all those people for centuries.
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Patti: And they're scared because they know, I believe they know all these years

that they've not done, you know, they have not been just with certain groups of
people. And instead of trying to fix that, which it can be fixed, they have gone
along with it. And I think it has made them ill too. You can't buy and sell people
and you're gonna be all right. I don't believe that.
Mariah: And I'm saying that I don't see how any of this is gonna get any better if

we don't start telling all the stories, examining everything and just bring it all out....
I think they're totally afraid whether they were here then or not. I think they're
totally terrorized by Blacks. I mean emotionally they just find us very
unpredictable.
Alois: But you have to understand. We as black people are not a easy people.
Mariah: We spend a lot of time talking about what we can't do and don't do or

won't do, you know. We have all this that we don't acknowledge or we don't see
as important. And a part of us is, you know, untapped. And then there are a few
avenues that we have to release or let it out or to share or to, you know, a place
where you can give this up or whatever.
Petra: As culture makers Black people know how to, we know how to make, we
know how to create. We know how to gather and we know how to project.... [I]n

our cultural experience we have not been taught access. We're still just beginning
to learn it. I think, you know, in this society it comes to privilege, and since we
don't have that [laughs] and we probably won't have that for some time, it has to
come by another way. We have to learn how to how to build that through other
means other than privilege, wealth, and that power base. And I think. I've seen in
the past twenty years that we're teaching ourselves about it. We're learning how to
build that access, you know, creatively, politically, technically. We're learning the
skills and the values and the attitudes to build access that's relevant for Black
people. It [isn't] that we don't know how to do it. It's that the other messages
really work on us so that we don't do it, you know?
Sadik: There's a lot of sickness around, a lot of pathology. And you try and

remain healthy and you try and wade through it, and you try and make a difference.
And you concentrate on that.
Mariah: And I think that talking to people is a good way to start opening up some

of this. Because some of it we don't even talk about. Or you talk to people who
feel, who do the things that you do. I do, to people who do the things that I do.
And then we don't get to run those things across each other and, and, and you
know, really deal with it in a way that makes it really useful.
Interviewer: What are some of the ways that we can continue with
some sense of forward motion?
Petra: I have some thoughts coming out of where I am now. But where I am now

is very much a fielding out of future possibilities. It's not really, the future is not
really separate or highlighted from the present, you know?

Rufus: I, you know, I'm a, a sinner who is full of [pause] of short comings and,

and in many ways I do have many shortcomings. I'd like to be more patient and
more loving and more kind and, and less, less, [sighs] less angry. Sometimes I get
very angry at a lot of things, you know, the full range from the kids to, you know,
the history of the last five hundred years. Sometimes they intersect and overlap in
ways that it's hard to separate, you know.
Clarissa: My mother in her protectiveness tried to say, "You are as good as anybody

else.... There was this kind of encouragement but within that encouragement, you
know, there's also this hope.... My mother didn't know if I was gonna succeed, you
know, but there was this encouragement to kind of try and do.
Mariah: I do believe that there's hope. I really do. If I didn't believe in hope then

I wouldn't— I'd just stay in bed. [laughs] Why bother? There has to be. There's
excitement. There's possibilities. There's room for change. We are not powerless.
Petra: You know, what we color ourselves to believe we can do. How we color

ourselves to believe we have power or don't have power. It's interesting. It's an
interesting thing. It has to do with the same issues of access, behavior all around
creativity.... How' we handle our creativity.
Mariah: We are capable of doing and changing and making and inventing and all

of those things, definitely.
Petra: And I think it probably goes full circle and it brings you back to

fundamentals. Instead of, [pause] instead of living with the multitude I think it
inevitably forces us to come back to what we basically believe in, what we basically
want.
Mariah: I try to— For me, I move under the assumption that basically people are

good. Now I know that sounds sort of like ridiculous or something when we
know all the stuff that's going on in the world or outside of it. But there is a lot of
goodness, and we don't focus on that.... We don't focus on the positive, the
possibilities of things being better because we're too busy trying to deal with some
of the horrible things that are happening right now.
Nduma: We've lost too much. I mean this country almost doesn't have- The

church is still there. But there are so many people who don't believe in anything.
They don't believe in the church. They don't believe in religion. We spend a lot of
time demystifying ourselves that is. I think myth and some mystery and some
symbolism is useful. And I mean, so we got prayer out of public schools and
everybody thought that was a heroic thing. I think the premise of doing it was
false, and I think that it's harmful.
I think that the fact that we have now probably gone into second generation of
youngsters who don't have even a slight hint of what it might mean to think of life
in that way and what religion might mean. That these are spiritual things. We're
very materialistic. And I don't know that in the long run that is where happiness
lies. I really don't think so. And people don't know why. They think that

psychologists are the new people who can minister their ills. Well, half the
psychiatrists need to go to psychiatrists. I mean there's something else beyond
what they think of objectified in these books and so forth. I think it's spiritual
things.
Interviewer: That's an interesting point.
play in this equation?

What part does spirituality

Alois: [Tjhere's a divine plan for everybody. And our challenge on this planet is

to discover what it is. So I guess when I chant or if I pray, whatever, it is to be
able to hear clearly what it is that my purpose is to do here while I'm here, you
know. Having tried to commit suicide and being unsuccessful, [I say to myself]
"Bitch, you gonna be here so you got to do somethin'. So let's find out what it is
you have to do, that you're here to do."
Clarissa: There's a time to [pause] make a, there's always a time to make a

contribution. It may not be in the way in which you would expect or you would want,
even.
Winston: [B]ecause in life we're all trying to find out- You know, it's always
been the big question: Why are we here? I still can't answer that as to why we're

here. But I know a part of what has to happen while I am here is to give God
praise. And if I do, that all things will start falling into place. He told us that He
would take care of us. And I go back and I look at my life and I say what more
convincing do you want?
Paige: I'm sixty. I, I come from a time when for me, the most I could aspire to be

was undertaker because you had to have Black ones. A Black barber or maybe a
Black doctor because White doctors wouldn't take care of you. Or contributing
member of a society as the other people told us and go out and get a job and work
on picking cotton to working in a factory. And in spite of all of that I carved out
something I think is very successful to me, that I'm very comfortable with.
Winston: You have come up the hard way. You started out with nothing. And

you have been taken care of.
Mariah: When I was a child my aunt Clara said, "You are so gullible. You believe

anything. You better get over that. You better stop that." And that hurt my
feelings because I didn't know what she wanted me to do. I couldn't understand,
you know, what she wanted me to do if I didn't believe. And she said one day,
"You come home from school and you say, 'My friend this, my friend that.'
Everybody's not your friend." Well of course I knew that but that cut, too. Like
she said, "That's just somebody you met. It's just somebody you know." Or
something like that. Well certainly I've learned that lesson. It's not that, I mean, I
don't see myself as a person with my head in the sand. I see myself as a fighter
really.
Patti: I might be a dancer but I'm also a boxer. And I'm going to get in the ring

and you just have to make that decision. Is it worth it to you? Is it important to
you? Do you love it that much to do it? It's as simple as that. Yes, I do and I'll

continue to box, you know. It's a drag, you know what I mean? And I think it
does take a certain kind of toll on people. But what I think people are hoping is
eventually if you box enough, and if there's enough of you boxing in the same
place that things are gonna change.
Sadik: [I'm] one of them soldiers struggling to change things. And knowing

other people who are doing that and forming alliances to do fiat— And education is
part of that. Not only my education, their education, but it allows you to have these
minds and to allow them to explore changing their minds about things.
Mariah: [M]y vision is that things will get better. Sometimes I mean I feel

"Really? Like wow, how? Particularly when I think about drugs and I think about
our children, and I think about our, our communities. And so I don't have the
answers. But I don't think that we are incapable of finding some answers, you
know.
Petra: [N]ow we understand what's really happening, what's a myth, what's a

distraction.
Mariah: I think that it's gonna take everything we have if we want to-- If we

really wanted to focus on some of this then we could find some ways to make it a
whole lot better right now. [pause] And every time I see somebody who makes a
move, you know, in that direction, I have a lot of admiration for them.... [In] any
kind of direction that's gonna, that's aimed at making the quality of life, particularly
where our children are concerned, better.
Rufus: You know I don't have any answers. I'm thinking about calling [my]
record Love is the Answer. I don't have any singular answers, but I do know that

spiritually, love is the highest form that we as human beings can tap into spiritually
to, you know, of something of the universal power of God.
And when we say love, you know, we're always so confused, you know, in terms
of love being romantic or physical love, which is love on a very, not on a lower
level but in certain ways it's a lower level than spiritual love. Romantic love is
something that we need. You know, we as humans have a need for. But we also
have other kinds of love. We have family love and emotional love and supportive
love. But the greatest is spiritual love, which is the transcendent power of the
universe.
So by me saying that I'm not, I'm not trying to push any, you know, I'm a
musician. I'm not a minister and I'm not a— I have a calling through the music but
I'm not a minister and I'm not trying to develop a denomination or movement or
anything. I'm just trying to put the music out there and put it from the source that
[pause] absolutely my whole life is built around, which is the highest level of our
existence.
So by saying "love is the answer" I'm not necessary coming up with an original
answer. I'm just putting something in that zone. It's like okay, I'm throwing my
little two cents in that bucket as opposed to the bucket of, you know, "confusion is
the answer" or "money is the answer" or "power is the answer" or "sex is the

answer," whatever other different messages you get through television and, you
know, music. If you listen to the messages in the music that is out there in the
mass consumption right now, it's about some confusion.
Interviewer: What you’re saying about struggling, proposing
answers, and keeping our visions in tact seems really important if
we're going to make any significant changes.
Clarissa: My real choice now in my life is this issue: Where am I gonna put the
remainder of my energy? We don't know how much time we have left.... I may
have five years, I may have ten. I may have another fifty. But in case I don't, I got
to make some really serious choices. And when I have choices I'd better think
them through carefully in terms of time and in terms of my energy and in terms of
my life. What am I gonna be doing?
Alois: Well, it's like I realize I've been in enough fights, and I’ve been close
enough to death that I'm not afraid of dying. And that's the worst thing that can
happen to you. And I have lied enough in my life that you lie so much you don't
know what's truth or what isn't. So now people, if anything, say I tell the truth too
much, 'cause I can't go through the mental agony of trying to keep track of what it
is. And the worst thing that will happen to me is that I will die and it will happen at
some point anyway, so what the hell.
Paige: Even at the end I'm not ready to die [laughs]. I gotta go on forever.
Maybe I'm just prepared to live forever. Maybe I'm prepared to live forever
through my art and to be here physically as long as I can. And after that to leave
something of mine, and I don't just mean leave these images that I create. But I
mean leave something else, part of me that's alive in somebody else that'll just keep
on going. And I don't mean my sons and daughters and all of that. It's through the
other people I touch .
Interviewer: Thank you all for your thoughtful and candid responses,
and your willingness to participate in this conversation.
Paige: You know what? One of the things that makes me, and I'm being very
frank, made me agree to do this with you? When I found out you were a Black
woman. I didn't know you were a Black woman at first, see. And I thought that
well, this is something that's going to be doing something for her, okay? Why not?
Why not? You're not gonna pay me but I just figure that, that somehow after
talking to you and after figuring out what you were going to do, I think it's just
something I need to do. And I'm not doing it for you, I'm doing it for me. I'm
doing it because I think it's, it's somewhere that I can have some kind of input into
what somebody else is doing without being forced to do so or without getting paid
for it and feel good about it, you know? And besides I don't have to pay for a
psychiatrist [laughs].
Nduma: I'm pretty happy. I'm happy that I did this. It'll be interesting to me to
see what it all turns out to be. It's been useful and what it does, it brings to fore
where I think I want to go. I reflected on what I think I've done and I think that
there's gonna be a certain consistency about positiveness. I believe in positive

forces more than negative forces. But I'm well aware that they're there. But they
can energize you sometimes. So it's been useful. Thank you for inviting me. I
hope it turns out to be useful to you.

APPENDIX

PARTICIPANT CONSENT FORM
To participants in this study:

My name is Theresa Jenoure and I am a graduate student at the University
of Massachusetts in Amherst. My doctoral research is about African American
artists who teach at traditionally White Colleges and Universities. I am
interviewing men and women who teach music, dance, and visual arts.
As part of this study I am requesting your participation in three in-depth
interviews of approximately ninety minutes each. These interviews will take place
at a mutually agreed upon location where quiet, uninterrupted conversation can take
place. The first interview will focus on past personal experiences. The details of
these accounts may lead from early childhood up to the time preceding your present
teaching. The second interview will focus on the details of what it is like for you to
teach the arts presently. In the third interview I will ask you to reflect on what your
past and present experiences mean to you regarding the value of teaching and its
significance in shaping future personal and professional decisions. Following these
interviews, I will write a composite of this material in the form of a profile in order
to better understand and analyze your own words. After interviewing
approximately fifteen to twenty teachers, I will construct your story in the context
of these other teachers.
My interest is in identifying specific events and circumstances relevant to the
challenges of teaching the creative arts at the college level. I am interested in
understanding the perspective of African American teachers and those cultural
influences or other important factors that shape and impact motivational concerns
and teaching styles. As a result of this study, some quotations from your interview
may be used in journal articles or presentations. I may also wish to write a book
based on the results of my dissertation research.
Each interview will be audiotaped and transcribed by me or by one or more
typists. In order to secure the anonymity of these interviews, I will not use your
name or the name of your school in any written materials or oral presentations. I

will ask you for suggestions for your pseudonym, and pseudonym initials will be
substituted for people that you might mentioned during the interviews.
You may withdraw from the interview process at any time before they are
completed. You may withdraw your consent to have specific excerpts used if
specified by the end of the interview series. You may read the profile that I
compose in order to assure that I have correctly conveyed and interpreted your
words. I reserve the right to edit my conclusions and analysis from the collected
data. If I want to use any materials not consistent with the above stated purposes, I
will ask for your additional written consent.
In signing this form, you are agreeing to make no financial claims for the
use of the materials in your interviews.

I_, have read the above
statement and agree to participate as an interviewee under the conditions stated
above.

Signature of interviewer

Yours truly.

Theresa Jenoure

Date

Signature of participant
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